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ABSTRACT 
Siagian, Arlene Brenda. Pride and Prejudice, an Operatic Work for Ensemble Based on Jane 
Austen’s Novel, with Comparisons to Mozart’s Ensemble Opera Works, Sondheim’s 
Ensemble Musicals, and Mark Adamo’s Little Women. Published Doctor of Arts 
dissertation, University of Northern Colorado, 2021. 
Pride and Prejudice is an original composition. It adapts the storyline and various 
characters from Jane’s Austen’s novel, Pride and Prejudice, into an operatic ensemble work for 
the stage and theatre. The project is the result of an exploration into the characteristics and qualities 
of an ensemble opera, a work that derives its synergy from the interactions and collaborative efforts 
of memorable and varied performers. In an operatic setting, when a performer is immersed in the 
portrayal of a character, that nature is amplified when communicating with another role just as 
intentional and skillful. The sense of personality and singleness is magnified when yet another 
actor is thrown into the mix, and then another. Pride and Prejudice explores the various 
relationships of the novel through ensemble singing—mother and daughters, father and daughters, 
husband and wife, sister and sister, beloved and suitor, a superior and her perceived subject. 
In the composition of the opera, some exemplars were studied to facilitate and enhance the 
process. These works consisted of various Mozart’s operas, predominantly the opera Le nozze di 
Figaro, and the ensemble parts of Don Giovanni and Così fan tutte, Sondheim musicals, such as 
Into the Woods and Sunday in the Park with George, and Mark Adamo’s 1998 opera Little Women. 
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CHAPTER I  
DRAMATIZING A CLASSIC 
The purpose of this study is to explore the interactions between voices of different ranges 
and types in character, and to use the personality types of different roles as a method to fully 
engage in musical conversation and dialogue. In an operatic setting, when a performer is 
immersed in the portrayal of a character, that nature is amplified when communicating with 
another role just as intentional and skillful. The sense of personality and singleness is magnified 
when yet another actor is thrown in the mix, and then another. The synergy that results from this 
type of interaction is exciting and stimulating. Not only can it potentially result in delightful 
music, but also it contributes to the dynamic flow of vitality between the characters on stage 
which then flows outwards towards the audience.  
Composers have been exploring the character ensemble1 for many years. One of the most 
successful in creating ensemble pieces for his operatic works was Wolfgang Amadeus Mozart, a 
genius of musical dialogue and vocal interrelation, who represents the apex of writing for the 
operatic ensemble. In the field of contemporary musical theatre, Stephen Sondheim has shown a 
remarkable sensitivity to writing for duos, trios and quartets. And very recently, Mark Adamo 
has written an ensemble opera examining the relationships between sisters, displayed through 
vocal performance in his work Little Women. This dissertation is an exploration in composing a 
 




work that focuses on ensemble writing. The resulting opera, Pride and Prejudice, is based on the 
story of the same title by novelist Jane Austen. The cast comprises of dynamic individuals. It is a 
composition that presents the vocal interplay of personalities and voices; as a comparison, the 
opening chapters of the dissertation will explore Mozart’s ensemble works, Sondheim’s group 
songs, and the ensemble aspects of Adamo’s writings. 
Composing a work of art for multiple voices is quite complicated and takes a fair amount 
of maneuvering. Multiple voices sing simultaneously but not always homorhythmically. Because 
of the nature of the storyline, there is often a fair amount of complexity. The main complications 
include ensuring textual clarity, situational integrity, and harmonic beauty. 
Mozart was the master of the ensemble. He used the ensemble to provide comic relief as 
he blew situations out of proportion. Using the ensemble, he intensified already highly tensed 
settings and turned them into emotional combustion. From duets to septets, Mozart explored the 
human condition through his ensembles and allowed his characters to shine and despair as they 
interacted with each other on the stage. In Mozart’s writings, “simultaneous singing is used to 
vividly depict a fight, or argument, or conflict of some kind… [and although] the action itself 
pauses while the characters sing together simultaneously,” the drama does not stop.2  
Sondheim is also a master of the ensemble but in a very different way. Although he 
sometimes uses the ensemble in its typical role of chorus, he often individualizes persons in the 
ensemble calling them to sing one word each in an extended phrase or one line of a story may be 
interrupted by a line by another story-teller, very much like the exchanging interplay of 
instruments in a klangfarbenmelodie of Schoenberg. 
 
2 Luther Irwin Wade III, The Dramatic Functions of the Ensemble in the Operas of Wolfgang Amadeus 
Mozart. Dissertation (Louisiana State University and Agricultural & Mechanical College, 1969, v-vi. 
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Mark Adamo’s Little Women exemplifies a recent construction of the modern ensemble 
opera, the model after which Pride and Prejudice takes. Adamo uses a classic work of literature 
as his libretto, one which has seen multiple film and stage adaptations, an opera, an operetta, a 
television play-with music, and two Broadway musicals—“yet none, in their own media, neared 
the accomplishment, or the status, accorded the original,”3 and he weaves the relationships of the 
four sisters—their joys, their disagreements, their loves, and their quarrels into music in an 
intertwining of lines, lives, and voices. 
The remainder of this chapter features the roles and synopsis of this original opera, Pride 
and Prejudice. Chapter 2 discusses some particular ensemble situations in the stage works of 
Mozart, Sondheim, and Adamo. Chapter 3 is the composition itself. 
Pride and Prejudice, the Opera 
Jane Austen’s novel Pride and Prejudice works very well as a platform for showcasing 
an ensemble opera of various yet homogenous characters. They all adhere to the same cultural 
and social thinking of the classical era—marriage ensures the survival of females and family; 
without a wealthy husband, a woman is at the mercy of relatives; a woman must set aside her 
pride and desires to fulfil her family’s wishes for her well-being. Yet Austen, despite clearly 
cementing the norms of the period by the happy ending, allows for raging against conventions 
and restrictions by creating conflict between the main protagonist and her hero, and conflict 
within the protagonist herself. 
The family household is large—two parents and five girls. The parents have a somewhat 
incompatible relationship. The sisters are equal parts loving and contrary. There are four suitors, 
three of them somehow entangled in different ways with winning the affections of Elizabeth, the 
 
3 Mark Adamo, “Mark Adamo: Little Women—A Course for Opera America’s Distance Learning 
Program,” Accessed March 16, 2021. https://www.markadamo.com/wp-content/uploads/2017/11/course.pdf. 
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second eldest. All these differing relationships make for wonderful ensemble pieces—duets, 
trios, quartets, and even septets. 
Pride and Prejudice, the ensemble opera, is set for voices and piano reduction. As this is 
a new work in the operatic repertoire, it seems more beneficial to have a composition that 
provides a piano score first. In this way, workshops and other interested parties may be able to 
conduct read-throughs without requiring the presence of an instrumental ensemble. In the near 
future, the work will be scored for piano, two violins, viola, cello, double-bass, oboe, flute, and 
clarinet.  
In the art music of the 18th and 19th centuries, composers and theorists debated about the 
concept of key characteristics and whether individual keys emphasized certain moods or 
meanings.4 In this opera, a variety of keys and modes are used, and although the certainty that 
keys contain a very specific kind of affection may or may not be true, the keys chosen for use in 
the opera were chosen for two reasons: the tessitura of various roles and the vitality of the scene. 
In terms of the former, the key was chosen for the melody to emphasize a specific part of the 
vocal range of the singer or singers. As to the latter, I chose the keys to highlight the atmosphere 
of the scene. A key in a flat-side major tonality or modality represents a harmonious situation, a 
key in a flat-side minor tonality or modality represents sorrow or deep introspection. A major 
key that is sharp-side radiates humor and positivity, whereas a sharp-side minor key symbolizes 
acute pain and anguish. 
Voice type played an important role in the creation of the roles. The main character, 
Elizabeth, is a soprano because of the range of emotions that she experiences throughout the 
different scenes.  The same applies to Darcy, he is a tenor because of the extreme feelings he 
 
4 For more on the concept of key characteristics, see Rita Steblin’s book A History of Key Characteristics 
in the Eighteenth and Early Nineteenth Centuries, published by the University of Rochester Press, 2002. 
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needs to express. Jane, however, is a modest and unassuming young woman. She is beautiful and 
gentle, and therefore the voice-type that most suits her character is that of a lower vocal part, a 
mezzo-soprano. Their aunt, Mrs. Gardiner, is the voice of reason, the grounded, wise advisor. 
She, too, is a mezzo soprano. By contrast, the very emotional, very finicky mother, Mrs. Bennet, 
is a soprano, she needs a wide and high range to voice her “flutterings” and nervous energy. Mr. 
Bennet, on the other hand, is a bass. He continues in the classical tradition of being a comic 
narrator and character. 
Pride and Prejudice seeks to contribute to the collection of compositions with narrative 































Dramatis personae of Pride and Prejudice 
 
Mr. Bennet   The patriarch of the Bennet family  Bass-Baritone 
Mrs. Bennet   Mr. Bennet’s wife    Soprano 
Jane Bennet   Eldest unmarried Bennet daughter  Mezzo-Soprano 
Elizabeth Bennet  Second unmarried Bennet daughter  Soprano 
Mary Bennet   Third unmarried Bennet daughter  Soprano 
Catherine Bennet  Fourth unmarried Bennet daughter  Mezzo-Soprano 
Lydia Bennet   Fifth unmarried Bennet daughter  Soprano 
 
Mr. Charles Bingley  Owner of Netherfield Park   Tenor 
Mr. Fitzwilliam Darcy       Owner of Pemberley    Tenor 
Mrs. Louisa Hurst  Sister of Mr. Bingley    Soprano 
Miss Caroline Bingley Sister of Mr. Bingley    Mezzo-Soprano 
 
Mr. Collins   Cousin of Mr. Bennet, Rev. of Hunsford Tenor 
Mrs. Charlotte Collins Childhood friend of Elizabeth  Soprano 
    Starts as Charlotte Lucas 
 
Lady Catherine de Bourgh Aunt of Mr. Darcy, Owner of Rosings Soprano 
 
Mr. George Wickham  Son of Mr. Wickham, former steward Tenor 
    at Pemberley 
Colonel Fitzwilliam  Nephew to Lady Catherine   Baritone 
 
Mr. Gardiner   Mrs. Bennet’s brother    Baritone 
Mrs. Gardiner   Mr. Gardiner’s wife, confidant of Lizzy Mezzo-Soprano 
Mrs. Reynolds   Housekeeper of Pemberley Hall  Mezzo-Soprano 
 
Synopsis of Pride and Prejudice 
Pride and Prejudice is an opera where the actors perform in character at times and at 
other times serve as narrators. The work is set this way because of the singular writing style of 
Jane Austen. She has many striking lines that are witty and brilliant, but set as narration and not 
dialogue. The opening line to her novel, for instance, begins: “It is a truth universally 
acknowledged, that a single man in possession of a good fortune, must be in want of a wife.” 
Without this line (and many others just as entertaining), the opera would not be authentically 
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Austen, therefore, instead of having one of the characters sing the line in dialogue, it worked 
better to turn the characters into narrators who proceeded to disappear into their own roles. 
Act I 
Scene 1 
 (Andante, Longbourn House, F Major) 
The Bennet girls start the opera as narrators who sing as a unit that “a single man in 
possession of a good fortune must be in want of a wife.” Lydia tries to signal that she is indeed 
the special one who will be fortunate enough to snag a husband by trying to coyly sing out of the 
formation. They take turns indicating that the unlucky gentleman who wanders into a 
neighborhood of unwed women will soon become some mother’s daughter’s property. The 
daughters then take their respected places in the family sitting room, and Mrs. Bennet begins the 
duet “My Dear Mr. Bennet” asking her husband if he knows that the resident neighborhood 
mansion has been leased to a gentleman named Mr. Bingley who receives four or five thousand 
pounds a year as his income. She dreamily sings to Mr. Bennet that this is quite a fine thing for 
their daughters and that he must visit Mr. Bingley. He torments her by asking her if Bingley’s 
intention on coming to Hertfordshire is to marry one of his daughters, and that his daughters may 
go and visit him by themselves or with his wife, and he needles her with the thought that Bingley 
might prefer her to all their daughters. The Bennet girls chime in that he needs to stop mocking 
their mother and to promise to go visit Bingley. But Mr. Bennet continues his teasing of his wife 
with telling her to put in a good word for his favorite daughter, Lizzy (Elizabeth). He also says 
that all his other girls are silly and ignorant, at which the daughters sing their defense. Mrs. 
Bennet and the girls imagine many men coming to their village to court the girls but with Mr. 
Bennet unwilling to visit them, it would be of no good even if twenty men were to come. Mr. 
7
 
Bennet counters that if twenty men come, only then would he visit them all. At this point, the 
Bennet girls turn into narrators again and tell their listeners that after twenty-three years of 
marriage, their parents still do not understand each other. 
Scene 2 
(Allegretto, Longbourn House, Ab Lydian) 
The next scene begins with the entire Bennet family in the same sitting room, and the 
Bennet girls begin their narration with one of gleeful exuberance. Their father had been one of 
the earliest ones to visit Mr. Bingley and therefore, his daughters now can make his 
acquaintance. The last to know, however, is Mrs. Bennet, so she sits moping while Mr. Bennet 
again uses his wits to mock her without her knowledge. He sees his daughter, Elizabeth trimming 
a hat and tells her that he hopes Mr. Bingley will like it. Mrs. Bennet says that that is hardly 
likely since they will never meet. Elizabeth tells her that Mrs. Bennet’s friend Mrs. Long has 
promised to introduce them, but Mrs. Bennet retorts that her “friend” is hypocritical and selfish 
and has two nieces of her own, so she would not be bothered with helping another woman’s 
daughters. Then, as the family settles down to their own individual activities, Kitty (Catherine) 
starts coughing and gets on Mrs. Bennet’s nerves. Mrs. Bennet starts berating her and Kitty, 
embarrassed, turns to Lizzie to ask her when the next ball is. Lizzie responds that it is in two 
weeks and Mrs. Bennet starts groaning even worse before because she has just realized that her 
“friend” Mrs. Long will not be in town then and there will be no one to introduce the girls at the 
ball. The girls are on Mrs. Bennet’s side and as the family is carrying on a hullabaloo of misery, 
Mr. Bennet lets his happy news be known—that he has already visited Mr. Bingley and has made 
his acquaintance. Mrs. Bennet does not need to worry that her girls cannot be introduced to Mr. 
Bingley. The daughters turn narrators again and explain to their listeners that Mr. Bennet likes to 
8
 
tell amusing jokes to astonish his wife and children. Mrs. Bennet breaks out into rapturous 
laughter joined by her three youngest daughters. Mr. Bennet, Elizabeth, and Jane comment on 
how Mrs. Bennet is no longer irritated by Kitty’s coughing, and that Kitty now has leave to 
continue to do so. Mrs. Bennet then tells her daughters how excellent their father is and that they 
should all thank him for his kindness. She then turns to the audience and tells them that all she 
wishes for and lives for is the happiness of her daughters, and she can only have that assured if 
she is able to get them all married. The girls then comment on the quality of man they would like 
to marry; Kitty starts with youth, Mary states that handsomeness would do well, Jane asks for 
agreeableness, Lydia claims wealth, but Elizabeth says that being fond of dancing would be the 
best quality of all. The scene ends as all her sisters agree with her. 
Scene 3 
(Moderato, Meryton Assembly Hall, A Lydian) 
The entire village and their neighbors are gathered at the Assembly Hall in Hertfordshire, 
and the whole company is dancing and singing that having a partner who is fond of dancing is a 
certainty to falling in love. The company describes Bingley as someone who is good-looking and 
gentleman-like. Bingley joins in with the description of his countenance. The company decides 
that they like Bingley, who is good-natured and un-reserved. The same cannot be said about the 
friend whom he has brought with him. The company labels him as proud and above being 
pleased. Even though he is declared to be richer than Bingley, Darcy is “unworthy to be 
compared with his friend” and “all his large estate could not save him from having a most 
disagreeable, forbidding countenance.” The tempo changes to andante, as Elizabeth finds herself 
sitting down for two dances because of the lack of male dance partners. Mr. Bingley comes 
looking for his friend to encourage him to take to the dance floor. He sees Elizabeth close by and 
9
 
tell Darcy that the sister of the beautiful woman he is dancing with is sitting behind him and that 
he should ask her to dance, but after glancing at Elizabeth, Darcy tells Bingley that she is 
“tolerable but not handsome enough to tempt” him. He does not want to dance with other men’s 
cast offs. Elizabeth hears their conversation, but instead of feeling sorry for herself, she tells her 
friend Charlotte and her family. She laughs about the incident and promises her mother never to 
dance with Darcy if she can help it. Apart from that petty incident, which has served to tarnish 
Elizabeth’s view of Darcy, everyone is satisfied with the ball—Mrs. Bennet because of Bingley’s 
preference for Jane, Jane because she likes Bingley, Elizabeth because Jane is happy, Mary 
because someone complimented her, and Lydia and Kitty, because they get to dance with men. 
Scene 4 
(Adagio, Longbourn, F Major) 
The scene starts out at Longbourn House with Jane elucidating to Elizabeth her reasons 
for her preference for Mr. Bingley (“He is Just What a Young Man Ought to Be”). Jane lists his 
qualities, such as being sensitive and good-humored. Elizabeth teasingly throws in that being 
handsome is also a quality that young men need to have, but she acknowledges that Bingley is 
agreeable and states that Jane has liked many a stupider person, so she supposes that Bingley will 
do very well for Jane. At this point in the scene, the two younger sisters enter narrating about 
their vacant minds in “The Two Youngest of the Family” in F Mixolydian. Mr. Bennet cannot 
stand it any longer and exclaims, “You must be two of the silliest girls in the country. I have 
suspected it sometime but now I am convinced.” Mrs. Bennet quickly comes to the defense of 
her daughters and says that all her children are very clever, at which point Mr. Bennet tells her 
that fact is the only thing they do not agree on. The family is now interrupted by a note that is 
delivered for Miss Bennet (Jane). Everyone quickly demands to know who sent it and what it is 
10
 
about. Jane reads it and says that it comes from Miss Bingley, and that she has been invited to 
dine with her. Unfortunately, Mr. Bingley will not be in attendance. Mrs. Bennet doesn’t like the 
idea that he is not there to gaze onto Jane’s beauty and therefore schemes to send her on 
horseback so that Jane will not be able to return in the evening and will have to spend the night. 
Her scheming worked; it rained, and not only did it rain, but Jane is caught in the downpour and, 
as a result, becomes ill. This necessitates her staying at Netherfield Park for a few days to 
recover. Elizabeth decides to go over there and tend to her sister during the illness.  
Scene 5 
(Netherfield Park, Andante, Eb Lydian) 
This scene occurs at Netherfield Park (“Elizabeth was Shown into the Breakfast Parlor” 
Eb Lydian). The occupants of the manor start critiquing her. Louisa, Bingley’s married older 
sister, says that Elizabeth has “nothing to recommend her, but being an excellent walker.” The 
younger sister, Caroline, says that her hair was blowsy and untidy. Mr. Bingley comments on her 
dedication in coming to tend to her ill sister, and Mr. Darcy starts to notice that Elizabeth’s eyes 
are quite remarkable. After tending to her sister, Elizabeth joins everyone in the drawing room. 
The ladies try to turn to the men against her but remarking on how Elizabeth must be a dowdy 
sort if all she prefers to do is read books. The group starts a conversation on how young ladies 
are so accomplished (“It is Amazing to Me How Young Ladies”), Bingley and Darcy exhort 
young women’s achievements, and Miss Caroline Bingley joins in as if taunting Elizabeth for 
her lack of accomplishments. After a while, Miss Bingley says that Elizabeth has had enough 
time to examine Mr. Darcy’s character, and she asks that Elizabeth tell the room what she has 
made out about him. In “I am Perfectly Convinced” (Maestoso, Eb Major) Elizabeth humorously 
tells Darcy that he has no faults, but Darcy quickly rebuts honestly with a fault of his that is 
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unacceptable, his resentment, “his good opinion once lost is gone forever.” Elizabeth is taken 
aback. It truly is an abominable fault, and she says she cannot “laugh at it.” They end their duet 
unable to make sense of each other. 
Act II 
Scene 1 
(Longbourn House, Allegretto, G Major) 
The family is gathered in the Bennet sitting room, and Mr. Bennet tells his wife that they 
will be joined by a visitor for dinner that evening (“I Hope, My Dear, You Have Ordered a Good 
Dinner Today”). At first, she complains that if it is Charlotte, her dinners are always good 
enough for her. When Mr. Bennet says that it is a gentleman, she starts and then gleefully 
exclaims that Mr. Bingley must be coming, telling Lydia to ring the bell for her to change the 
menu for the evening. But Mr. Bennet informs her that it is not Mr. Bingley, but his cousin, Mr. 
Collins, who will inherit the Bennet property after Mr. Bennet’s demise. Quickly, Mrs. Bennet’s 
exhilaration deflates, and she turns sullen. Elizabeth asks if Mr. Collins is a sensible man, and 
Mr. Bennet says that he has high hopes that he is not. The scene shifts to the evening as Mr. 
Collins comes for dinner. He assures Mrs. Bennet that he is a very sensible man, and that he does 
not come to bring hardship to his cousins but a solution to their problems—he would like to 
court one of them. At first, his eyes fall on Jane, the eldest and most beautiful, but Mrs. Bennet 
reveals to him, during an hour of conversation aside, that Jane is soon to be engaged to a 
particular gentleman and that Mr. Collins best set his eyes on one of the other girls. It is easily 





Scene 2  
(On the Road to Meryton, Andantino, G Major) 
The second scene of the second act finds the Bennet girls on one of their frequent walks 
to Meryton, a town close to Longbourn. Kitty and Lydia are fond of walking this way because of 
the soldiers that are stationed close by. As they are walking, they see one of their favorite 
officers, Mr. Denny, walking with a handsome young man that they have never seen before. Mr. 
Denny introduces them to Mr. Wickham. The girls sing as narrators an unaccompanied ode to 
Mr. Wickham (“As the Girls Walked to Meryton”). But Mr. Wickham sings along, a young man 
who sings his own praises. Unlike Bingley who is so good-natured, he accepts compliments to 
his person as commendations of those who are doing the praising, and unlike Darcy, who sings 
about his faults with candor, Wickham thrives on being seen as admirable. While the 
introductions are ongoing, Mr. Darcy and Mr. Bingley happen upon them, and make to join the 
group. However, when Mr. Darcy and Mr. Wickham see each other, they both change color, and 
Mr. Darcy rides off. Elizabeth is shocked at such a display of a lack of manners.  
The ladies continue their ode to Mr. Wickham, how every female eye was turned to him 
Elizabeth was the one that he wanted to walk with. As they continue their stroll into town, 
Wickham asks Elizabeth about Darcy and what the community thinks of him. Elizabeth 
describes Darcy’s proud behavior at the dance, and Wickham says he is hardly surprised. He 
then proceeds to tell Elizabeth of how Darcy duped him out of a vocation of working for the 
church, how Darcy’s father had promised him the parsonage on his property, but how after the 
death of the elder Darcy, the younger rejected Wickham and gave the situation to someone else. 
Elizabeth is astonished and tells Wickham to make this known to everyone—Darcy cannot get 
away with such abhorrent behavior. Wickham claims that his love for the father prevents him 
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from betraying the son. He sings that pride has always been Darcy’s best friend. Elizabeth 
confides to Jane what Wickham has told her, but Jane says that perhaps both Darcy and 
Wickham have been wronged. Elizabeth laughs and says that Jane is so good to clear them both. 
Scene 3 
(Longbourn, Allegro, F Major) 
Scene two segues directly into scene three. The Bennet women are looking forward to the 
Netherfield Ball that Mr. Bingley is throwing (“The Prospect of a Netherfield Ball”). Mrs. 
Bennet is hoping that Mr. Bingley will only dance with Jane and that an engagement is close. 
Jane hopes to spend time with Mr. Bingley and his sisters. Elizabeth looks with pleasure to 
dancing with Wickham. Lydia and Kitty also want to spend time dancing with Wickham, but 
they also want to dance with as many men as possible. Mary has decided that recreation and 
amusement are appropriately desirable for everybody. And Mr. Collins would like Lizzy to save 
the first two dances for him. The scene changes to the night of the ball. Lizzy finds out that 
Wickham is not there, and she surmises that it is because Darcy is there. She fumes because her 
plans of dancing with Wickham have been thwarted. She blames Darcy, and finds it very hard to 
treat him with civility because of what he has subjected Wickham to. But in her emotional states, 
she unintentionally accepts a request from Mr. Darcy to dance with her. 
 As Elizabeth dances with Darcy (“When the Dancing Recommenced”), she decides that 
treating him with the silent treatment will not do, so she begins with small talk and he asks if she 
talks by rule when she is dancing, she responds that everyone should speak a little, but she 
moves on to trying to get Darcy to speak about Wickham. He doesn’t say anything revealing and 
except to caution that although Wickham wins many friends with his “happy manners,” he may 
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have trouble keeping those same friends. He asks Elizabeth why she is asking him these 
questions, and she tells him that she is trying to make out his character. 
 The ball progresses with Elizabeth’s family all seemingly making fools of themselves—
Mrs. Bennet mentioning clearly and loudly in front of Mr. Darcy how soon Jane will be wed to 
Mr. Bingley, Lydia and Kitty dancing and laughing with anyone and everyone, Mary exhibiting 
her piano and singing skills that are less than desirable, Mr. Bennet chiding Mary in public, Mr. 
Collins following Elizabeth around and introducing himself to all and sundry. Elizabeth leaves 
the ball feeling as though her family had “made an agreement to expose themselves as much as 
they could during the evening. 
Scene 4 
(Longbourn, Allegretto, C Lydian and D minor) 
The next morning at the breakfast table, Mr. Collins requests Mrs. Bennet for a moment 
of Elizabeth’s time (“May I Hope, Dear Madam, For the Honor”). Mrs. Bennet quickly 
acquiesces, but Elizabeth protests. However, she is reprimanded by her mother and so she stays 
to listen to what Mr. Collins has to say. He declares them to be soon married, stating that he will 
not be a heartless husband. But Elizabeth hurriedly tells him that he is too hasty in assuming that 
her answer will be positive. She insists that they will not be happy together. On hearing 
Elizabeth’s rejection of her suitor, Mrs. Bennet quickly hurries to Mr. Bennet to tell him to give 
his favorite daughter a thorough sounding (“Oh Mr. Bennet, You are Wanted Immediately”). She 
presses him to do something about the situation because Mr. Collins may soon change his mind 
about Elizabeth if nothing is done. Mr. Bennet calls Elizabeth to him and inquires if it is true that 
Mr. Collins has made her a proposal of marriage. She indicates it is true. Mr. Bennet then asks 
her if she has refused him, and again Elizabeth says it is so. Mrs. Bennet then states that she will 
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never see Lizzy again if she rejects this offer of marriage. At this point, the Bennet girls start 
singing about Elizabeth being “a stranger to one of her parents.” Mr. Bennet then points out that 
if Elizabeth does not marry Mr. Collins, she will never see Mrs. Bennet again, but if she does 
marry him, she will never see her father again. (Through this entire section, Collins sings in C 
Lydian, but all Bennet family members sing in D minor). 
 At this point the girls are called away because a letter has just arrived for Miss Jane 
Bennet (“A Letter, A Letter” G minor, Allegretto, Swung eighth-notes). It is from Caroline 
Bingley, and she writes to tell Jane that the entire party has left Netherfield and has gone back to 
London. Another letter appears (after a month has lapsed) in which Caroline Bingley says that 
they are settled in London for the winter and there are no plans to return to the country. The 
Bennet girls sing that “hope was entirely over.” 
 Miss Charlotte Lucas arrives after breakfast to tell Lizzy that she and Mr. Collins were 
engaged. Elizabeth is completely shocked, but Charlotte asks her why she should be surprised—
should every woman not accept a man that Elizabeth herself has rejected? After Charlotte has 
left, Mrs. Collins moans to Mr. Bennet that it is hard to think of Charlotte as the mistress of 
Longbourn House after Mr. Bennet’s passing. But Mr. Bennet tells Mrs. Bennet to look at the 
positive—instead of Mrs. Bennet being the widow and having her livelihood held at Charlotte’s 
discretion, Mr. Bennet may indeed be the widower!  
Act III 
Scene 1 
(Longbourn, Molto Allegro, Eb Mixolydian) 
Jane leaves for London with her aunt and uncle, the Gardiners. Elizabeth receives her 
letters in Longbourn, hoping that Jane will get a chance to reunite with Mr. Bingley, but there is 
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no such good news. Meanwhile, Charlotte and Mr. Collins are married in Longbourn and set off 
for Hunsford Parsonage, but not before making sure Elizabeth promises to visit them in March. 
She does and the scene soon changes to Hunsford Parsonage (Allegretto “Charlotte and Mrs. 
Collins 2” A Major). They sing as they wait for Elizabeth to step off the carriage, already 
appearing like an old married couple who repeats each other’s words and phrases. Mr. Collins is 
also very much pleased that he has secured an invitation to Rosings Park where his patroness, 
Lady Catherine de Bourgh resides. She is Mr. Darcy’s aunt and quite a formidable woman. The 
scene shifts to the Rosings Drawing Room where Lady Catherine interrogates Elizabeth about 
her family, and every answer that Elizabeth gives is scrutinized and deemed insufficient. A week 
later, the scene is back in the Rosings Drawing Room, but this time Mr. Darcy and his cousin 
Colonel Fitzgerald are there visiting their aunt. Elizabeth makes a point of asking Darcy about 
her sister, seeing that they were both in London at the same time, but he says that he has not been 
fortunate enough to have seen her. The men gather around Elizabeth as she plays the pianoforte, 
Darcy seems drawn to Elizabeth more than he would like. Colonel Fitzwilliam, Darcy and 
Elizabeth sing a trio (“You Mean to Frighten Me, Mr. Darcy”) of how Darcy and Elizabeth do 
not conform to what others think about them. 
 Now the scene shifts constantly between Hunsford Parsonage and Rosings Park where 
Elizabeth usually takes her walks. She keeps running into Darcy, and even after she has informed 
him that that certain walk was her favorite, he still shows up and walks with her. One day, 
instead of Darcy, she meets Colonel Fitzwilliam who tells her that Darcy is a good friend to his 
friends. When she asks him what he means, he tells her of Mr. Bingley who was saved from a 
marriage of impending doom by Mr. Darcy. Elizabeth is shocked and after the Colonel has left, 
separates herself from the Collinses to stew over what she has just learned. Darcy, unfortunately, 
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chooses this time to approach her and declare his undying love for her (“In Vain I have 
Struggled” Agitato, Bb Minor). Because of the revelations that she had just received, Elizabeth 
rejects him discourteously. Injured by her callousness, he asks her why, and she accuses him of 
being the cause of her sister’s unhappiness, as well as the agent of Wickham’s grief. They 
continue vying with one another, matching insult for injury, contending about Darcy’s character 
(he does not accuse her of anything except of her inconsiderate attitude towards him, and her 
interest in Wickham’s story). The argument comes to a head when they have both wounded each 
other greatly; Darcy takes his leave and Elizabeth is left to wonder at what had just occurred. 
 The scene picks up again the next day, when Elizabeth is out taking her daily walk. Darcy 
meets her and asks her to read a letter that he has penned to her (“Be Not Alarmed, Madam” 
Adagio, C Minor). This duet sees them in different times and place. We see Darcy writing it in 
the middle of the night, and Elizabeth reading it in the middle of the day. Darcy makes 
explanations to both accusations that Elizabeth has placed upon him, and Elizabeth sees how 
reasonable and even commendable Darcy has been. His 15-year-old sister had been seduced by 
Wickham and had almost been enticed to run away with him, had he not arrived soon enough to 
stop them. It was Wickham himself who rejected the church position offered to him by Darcy’s 
father. With every account explained by Darcy, Elizabeth feels herself grow more and more at 
odds with her earlier assumptions, and by the end of the letter, her opinions concerning Darcy are 
completely changed. 
Scene 2 
(Longbourn, Andantino, Bb Minor) 
 Elizabeth and Jane both return from their trips. They are met at home by the entire family 
who have missed them dearly when they were away. Everybody has something to say to 
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Elizabeth. Mr. Bennet simply tells her that he is glad she is back. Her mother grumbles about the 
Colinses comfortable situation. Jane insists that she is completely over Mr. Bingley. The three 
younger girls tell Elizabeth that Lydia has been invited to accompany Mrs. Foster, the new wife 
of Colonel Foster, to Brighton with the regiment. Lydia is ecstatic, Kitty is jealous, and Mary is 
upbraiding. Elizabeth is concerned about Lydia’s usual flirtatious behavior and tells her father to 
stop her from going. Her father, however, craves the peace that Lydia’s leaving would ensure 
him, and tells Elizabeth not to be uneasy. She is saved from her worry by the arrival of her aunt 
and uncle, the Gardiners, who have come to take her on a trip to Derbyshire. 
Scene 3 
(Derbyshire, Allegretto, A Major) 
 Elizabeth sings of her travels, wanting to forget the complications with Darcy and 
Lydia’s obsession with handsome soldiers (“What are Young Men to Rocks and Mountains?”). 
Unfortunately for her, Mrs. Gardiner asks if she would like to visit Pemberley, Darcy’s estate, 
since they are in the area. Elizabeth is caught off-guard and tells her aunt that she is tired of 
“seeing great houses.” But, her uncle and aunt, not knowing of Elizabeth’s history with Darcy, 
insists because of Pemberley’s “finest woods in the country.” Elizabeth relents and is awed by 
the beauty of Pemberley. She is assured when Mrs. Reynolds, Mr. Darcy’s housekeeper, tells 
them that her master is not at home. During their explorations, they are shown pictures of 
Wickham and of Darcy. Mr. Reynolds tells them that Mr. Wickham has turned out “very bad,” 
but that Mr. Darcy is the greatest master anyone could possibly have. Mr. and Mrs. Darcy are 
perplexed because they have heard about Darcy’s previous behavior from Elizabeth. Elizabeth, 
whose opinions have been rectified, murmurs that perhaps they have been misguided. 
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 As the three are about to start walking the grounds, Elizabeth looks across the hall and 
sees the master of the house. Their eyes meet, and they both blush. Darcy comes forward to 
speak with Elizabeth, and they both end up speaking at the same time, utterly disarmed by each 
other. Mr. and Mrs. Gardiner observe, and as they do, they discover the great love that Darcy has 
for Elizabeth. They leave to allow the couple some privacy. At the same time, Elizabeth wonders 
about the great change that has come over Darcy, and how he does not seem to hold any grudges 
against her for the way she last treated him with her very discourteous rejection of his proposal 
and feelings. She wonders if his love for her is the cause of this new benevolence towards her. 
They gaze at each other as each reflects on his and her own emotions. As they stand together 
trying to figure out what has changed between them, an urgent note comes for Elizabeth. It is a 
letter from Jane. 
 Elizabeth reads the hastily penned letter which Jane simultaneously sings with her. Jane 
tells Elizabeth of a most “unexpected and serious” event. Elizabeth becomes distraught and calls 
for her uncle. Darcy is bothered by her distress and asks her what is the matter. She tells him 
Lydia has run away with Wickham, and that Lizzy has not a hope of Lydia being saved. Darcy 
excuses himself as Elizabeth tells him to conceal the news from others. 
Scene 4 
(Longbourn, Moderato, D Major) 
 In the scene, many months have now passed and the Bennets are at home, reeling from 
the Lydia episode. But all is well, Lydia and Wickham were made to marry and are away on a 
commission for Wickham. Mr. Bennet starts berating himself for letting everything happen. He 
tells his daughters, Jane and Elizabeth, that he is to blame, and that he owes a great deal to his 
brother-in-law, Mr. Gardiner. He wonders how much Mr. Gardiner paid Wickham to marry 
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Lydia, and how Mr. Bennet is ever going to pay him. The sisters also ponder this question. For 
Elizabeth, the question is answered as she receives a letter from her aunt, Mrs. Gardiner. Mrs. 
Gardiner tells her that it was Darcy who paid all of Wickham’s debts, who convinced him to 
marry Lydia, who purchased a commission for Wickham, as well as given an extra thousand to 
Lydia for her own needs. Her aunt surmises that Darcy did all that for love of Elizabeth, ending 
the letter with a reminder to Elizabeth that after all things work out, Elizabeth is to take her aunt 
for a ride around the Pemberley grounds on a phaeton. 
 The next morning, Lady Catherine De Bough pulls up to Longbourn in a chaise and four 
horses (“One Morning Too Earlier for Visitors,” Bb Major, Maestoso). The entire family is in 
awe of her, but she only asks that Elizabeth join her for a stroll around their “small park.” When 
Lady Catherine comes straight to the point and asks Elizabeth if she and Darcy are engaged, 
Elizabeth is taken aback. She responds that her ladyship has declared it to be impossible, at 
which Lady Catherine immediately counters with, “Do you know who I am?” She states that 
Darcy and her daughter have been promised to each other since infancy, and Elizabeth responds 
with her saying that if that is the case, Darcy would have no reason to make an offer to her. 
When Lady Catherine admits that it was the mothers who created the agreement, Elizabeth tells 
her that Darcy should be allowed to marry whomever he would like. But she does tell Lady 
Catherine that they are not engaged. Visibly relieved, Lady Catherine asked her to promise never 
to accept his proposal, if he does make one. But Elizabeth will not do so, making Lady Catherine 
characteristically angry as she departs from Longbourn without any good wishes for Lizzy’s 
family.  
 This conversation, instead of hindering Elizabeth’s affiliation with Darcy, actually serves 
to hasten it. Darcy is given reason to hope and rushes to Longbourn to cement his attachment to 
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Elizabeth, who also admits to him that her feelings towards him have undergone a vast material 
change. Mr. Bennet writes to Mr. Collins, telling him of the engagement. Jane is also reconciled 
with Mr. Bingley. The opera ends as Elizabeth, Darcy, Mrs. Bennet, Mr. Bennet, Jane, and Mr. 
Bingley sing about their fervent happiness (“I am the Happiest Creature in the World”) and the 
























PARADIGMS TO EMULATE 
As was mentioned in chapter one, the main purpose of this dissertation is exploration—
the exploration of relationships within a musical dramatic production. These relationships can be 
between the music and the text or the characters and the conflicts, but this project emphasized 
the relationships between the characters and each other. For inspiration in depicting relationships 
in Pride and Prejudice, I examined three well-springs of authority for guidance on writing 
ensemble works. These expert sources are Mozart’s ensemble operas, Sondheim’s ensemble 
musicals, and Mark Adamo’s recent opera Little Women. 
Mozart’s Authority on Ensemble Writing in Le nozze di Figaro and Other Operas 
 In writing an ensemble opera, one must know what constitutes an ensemble production. 
According to Mary Hunter, “Ensembles, like arias, are closed, musically self-contained, 
numbers, but for more than one character. Many ensembles involve only two or three characters 
[…] but on occasion […] may include up to six.”5 Often, like arias, composers will write 
ensembles at the end of scenes to propel the plot onto the next section. In other words, ensembles 
create dramatic action which moves the direction of the play forward. The change in the notion 
that an ensemble is (only) closed and self-contained owes much to the operas of Mozart, who 
proved through his new technique of “attacca” that the borders between sections can be blurred.6 
 
5 Mary Hunter, Mozart’s Operas: A Companion (London: Yale University Press, 2008), 15. 
6 Janos Liebner, Mozart on the Stage (New York: Praeger Publishers, 1972), 128. 
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The operas on which Mozart collaborated with Da Ponte, his librettist, have many 
sections which are considered the greatest ensemble works of all time. These operas are Le nozze 
di Figaro (The Marriage of Figaro), Don Giovanni, and Cosi fan tutte (All Women Do It). All 
three are considered very different operas—the first “a social comedy, an opera buffa par 
excellence,” the second “a dark look at the deserts of evildoing,” and the third, “an artificial but 
polished comedy of manners.” Linking all of them together is “a superb sense of characterization 
and musical dramatization” which is effectively carried out because of Mozart’s “clear-eyed, yet 
sympathetic” observation of people. He created characters that lived and breathed and connected 
with other characters because Mozart had been “watching his world and the people in it with 
great interest and acuity all his life.”7 
Mozart is known for his genius in establishing ensemble work.  His opera Cosi fan tutte 
is considered “the opera of ensembles, more of [ensemble sections] than in any other, […] quite 
possibly more than in any opera ever written, and all of them ravishing.”8 Even though Cosi was 
“denounced” during Mozart’s time as having the most “intolerably stupid, if not positively 
disgusting” plot and storyline, Cosi is considered “the best of all Da Ponte’s libretto and the most 
exquisite work of art among Mozart’s operas” because of the intricacy of Mozart’s musical and 
technical ingenuity in creating connections between his characters while maintaining 
compositional beauty.9 Every one of his operatic works includes some type of group interaction. 
Mozart’s comic operas have ensemble sections towards the end of each act—finale segments. 
Sometimes, Mozart would begin the opening of an entire opera with an ensemble section. His 
 
7 Robert Harris, What to Listen for in Mozart (New York: Simon & Schuster, 1991), 141. 
8 Edward Dent, Mozart’s Operas: A Critical Study (London: Oxford University Press, 1947), 195. 
9 Ibid, 190. 
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opera seria were also known to include duets, and it was quite common for them to end with a 
piece for the entire cast. 
 An example of a most effective ensemble piece in Mozart’s operas is found in his Le 
nozze di Figaro halfway through the second act of the finale. The Countess, Susanna, and Figaro 
have “just managed to outwit the most recent of Count Almaviva’s stratagems and, united in 
their precarious triumph, are asking the Count to cease his attempts to sabotage Susanna’s and 
Figaro’s coming wedding.”10 In the middle of all the maneuvering and activity, the music 
portrays a profound timelessness. 11 
 
10 Wye Jamison Allanbrook, Rhythmic Gesture in Mozart: Le nozze di Figaro & Don Giovanni (Chicago: 
University of Chicago Press, 1983), 1. 
11 Wolfgang Amadeus Mozart, Le Nozze di Figaro: Atto Secondo (Internationale Stiftung Mozarteum, 
Online Publications, 2006), Accessed March 17, 2021, 310, 
imslp.org/wiki/Le_nozze_di_Figaro,_K.492_(Mozart,_Wolfgand_Amadeus. 
Example 1: Susanna, the Countess, and Figaro asking the Count to cease his sabotage in 
Act 2, mm. 736-742.   
25
 
Scholars have discovered established techniques that Mozart uses in his ensemble 
writing. One of these techniques is his multiple-plot action. “A topic fundamental to the 
workings of plot and recognition in Mozart’s operas [is] the multiple-plot action. A multiple-plot 
was the life-blood of opera buffa during the late eighteenth century […and] involves either 1) a 
main plot with one or more subplots, or 2) a double plot (two or more main plots of equal 
weight), often with one or more subplots as well.”12 Using Le nozze as an example, we see that in 
this storyline, we have four plots occurring at the same time, three involving couples—Figaro 
and Susanna, the Count and Countess, Marcellina and Bartolo—and one featuring Cherubino 
and his yearnings.  The main storyline is Figaro and Susanna’s desire to be married, which then 
brings about a wealth of subplots propelling the story forward.13 Essentially, in order to create a 
well-established ensemble opera, the dramatic functions of its storyline is of main priority. 
Mozart communicates with his father about “the composition of ensembles,” and both concur 
that “what is at issue […] is working out of the plot.”14 Drama is what makes ensemble opera 
pulsate. Ensemble pieces are decided mainly by dramatic considerations. In her book, 
Recognition in Mozart’s Opera, Jessica Waldoff records a situation in which an actor/singer 
complains to Mozart that a certain ensemble piece does not allow his voice to take prominence: 
Mozart suggests as much to his father when he reports that Anton Raaff, the first 
Idomeneo, dislikes the now famous act 3 quartet: ‘Raaff alone thinks it will produce no 
effect whatever. He said to me when we were by ourselves: ‘Non c’ e da spianar la voce. 
It gives me no scope. [‘] As if in a quartet the words should not be spoken much more 
than sung.’ The difficulty is rooted in the very different perceptions composer and singer 
hold about the virtues of ensemble […]. Raaff thinks of the effect of his voice, but 
Mozart focuses on the effect of the drama.15 
 
 
12 Jessica Waldoff, Recognition in Mozart’s Operas (Oxford: Oxford University Press, 2006) 88. 
13 Waldoff, Recognition, 89. 
14 Ibid, 98. 
15 Waldoff, Recognition, 97-98. 
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Wye Jamison Allanbrook, a musicologist whose concentration is the social dances of 
Mozart’s time and his facility in their usage, writes about the overarching order of Mozart’s 
operas and his use of drama: “The finale to act II of Le Nozze di Figaro is perhaps Mozart’s 
greatest single piece of dramatic composition in all the operas. It is, on the simplest level, a 
consummately entertaining work; around every corner there lies another felicitous turn of action 
or of phrase. Furthermore, it unites this string of diverse comic moments into one single 
conception […and] seems to speak directly to the nature of true nobility, and to that of friendship 
and loyalty.”16 These different action sequences are made up of a few of scenes which jostle each 
other resulting in a flurry of drama. They only work because Mozart organized in advance, a 
scheme of keys and melodic relationships. The total effect of a collection of quite unconnected 
moments is one of musical unity, thanks to the skill of the composer.17 
 Mozart employs various devices to facilitate the smooth flow of dramatic action in his 
ensembles. One such device is “rhythmic topos.” Mozart had an extensive “expressive 
vocabulary, a collection in music of what in the theory of rhetoric are called ‘topoi,’ or topics for 
formal discourse. He held it in common with his audience, and used it in the opera with the skill 
of a master craftsman.”18 Mozart was instructed in the study of dance when he was young. He 
was trained in writing minuets, gigues, and marches, among others. Allanbrook states the reason 
why composers were taught this as young students with the words of Kirnberger19: “‘Every 
beginner who wants to be well grounded in composition is well advised to make himself familiar 
with the organization of all forms of the dance, because in them all kinds of character and of 
rhythm appear and are most precisely executed. If he has no fluency in these characteristic 
 
16 Allanbrook, Rhythmic Gesture, 119. 
17 Harris, What to Listen, 152. 
18 Allanbrook, Rhythmic Gesture, 2 
19 Johann Kirnberger (1721-1783) was a music theorist, composer, and student of Johann Sebastian Bach. 
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pieces, it is not at all possible for him to give to a piece a particular character.’”20 When one 
learns this vocabulary that Mozart uses, when it is studied and classified, then it becomes an 
instrument for analysis and can be used to provide information about the content of arias and 
ensembles. “Each musical ‘topos’ has associations natural and historical, which can be expressed 
in words, and which were tacitly shared by the eighteenth-century audience.”21  
The rhythmic ‘topos’ which Mozart employed in his operas direct all the movements that 
every character makes in the drama. As an example, the scene described earlier in Le Nozze Act 
2, as the Countess, Susanna, and Figaro are trying to convince the Count to allow Susanna and 
Figaro to marry without any machinations on his part, “this passage can […] be classified as a 
specific musical type: it is an example of a musette-gavotte, a dance gesture which is associated 
with the genre of the pastoral. […] The opera in fact turns out to be a special vision of the refuge 
offered by the pastoral world to true lovers. […] This musette-gavotte in the second-act finale is 
doing its work as part of the complex of association which confirms and defines the role of the 
pastoral image in the opera.”22 Thus, rhythmic characterization is an important method for 
working out ensemble interactions. 
 Another example of the practice of rhythmic topos in which Mozart appropriates dance 
material is in the finale of Le Nozze, the angry duet between the Countess and the Count. It uses 
duple meter (4/4), posing as a march, a bourree, and even as a gavotte.23 The Count begins the 
duet with a consistent dotted-rhythm march, accompanied by strings and by a wind band that 
accents the first and third beats of every measure, whilst the Countess answers with a more florid 
 
20 Allanbrook, Rhythmic Gesture, 29. 
21 Ibid. 
22 Ibid, 1 
23 Ibid, 120-121. 
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line (without the winds), which resembles an ornamented gavotte24 This musical conversation is 
reminiscent of the “masculine-feminine contrast” in the bourree and florid gavotte of the first 
piece of the opera, the duet between Susanna and Figaro. The opening duet, a comic beginning, 
contrasts a “cocksure bridegroom” against his “pert bride-to-be” using “eight measures of the 
bourree answered by eight of the gavotte, the whole repeated with the lovers singing the 
melodies of their respective dance phrases.”25 
 The pastoral (pastorale) is reflective of the calmness of nature, tranquility and grace. 
Mozart uses it to portray and protect two relationships in Le Nozze, that of Susanna and the 
countess, and of Susanna and Figaro. He camouflages it when he uses it with these characters, 
but it is “evidence for the nobility of modesty and the glory of the tacit.”26 
Another device that Mozart employs is the using of expressive motivic ideas to 
characterize either unusual moments or particular characters.27 In Le Nozze during the trio by the 
Count, Basilio, and Susanna (“Cosa Sento” “What do I hear”), “two obvious such ideas are the 
sliding-downward motif that Basilio sings in his first phrase in the trio to the words ‘In mal 
punto son qui giunto,’ and the little flurry of faster notes that Susanna sings in her first phrase. 
The first indicates Basilio’s unctuousness, but is also used in the most wonderful way as the 
count describes his previous discovery of Cherubino, and the second stands for panic.” These 
highly expressive ideas are used by Mozart to connect moments that are otherwise disconnected 
and to ensure that the ensemble stays united.28 Figaro’s characterization is also secured carefully 
through the use of articulation. Mozart chooses carefully the music he writes for each character. 
 
24Allanbrook, Rhythmic Gestures, 120-121. 
25 Ibid, 76. 
26 Ibid, 185. 




Susanna clearly understands the customs and happenings in the castle; Figaro is a little naïve 
about them. However, once he perceives what is going on, Figaro is moved to action. If you 
would dance, my pretty Count, I’ll play the tune on my little guitar. If you will come to my 
dancing school, I’ll gladly teach you the capriote. In this circumstance, Mozart gives Figaro a 
speaking style that is calculated; “it is almost as though he were spitting out the words.”29 
Instead of keeping characters cemented within their own personal style, Mozart ministers 
to the dramatic situation which gives him permission to allow for joined alliances with similar 
material to work out alternating events onstage.30 At the beginning of Act III in Le Nozze, the 
sextet ‘Riconosci in questo amplesso’ (No. 18) sets Marcellina, Bartolo and Figaro against the 
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Count and Don Curzio. Susanna enters and sees Figaro embracing Marcellina, and in her fury, 
she borrows the dotted rhythms and chordal lines of her master and the judge. She even sings in 
counterpoint with the Count because of her anger.31 32 
 Mozart elicits pure ensemble genius when he emphasizes the differences between 
characters—while they radiate in their own personalities—through the interplay of cast synergy. 
 
31 Carter, Le nozze, 109-110. 
32 See Example 2. Wolfgang Amadeus Mozart, “Sextet: Riconosci in questo amplesso (Act 3, No. 19)” 
(Damian H Zanette, Creative Commons Attribution Non-commercial Share Alike) 2012, Accessed March 17, 2021, 
imslp.org/wiki/Le_nozze_di_Figaro,_K.492_(Mozart,_Wolfgang_Amadeus), 14. 
Example 3:  The sextet ensemble of Act III passing along "His mother!" from one voice to 
another, mm. 83-86. 
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This, he creatively does, using different types of ensembles. In Le nozze, that same sextet of Act 
III is considered by Edward Dent to be “the supreme moment of the opera.” He says,  
“I cannot think of any ensemble in any other opera which achieves—and by purely 
musical means too—the dramatic force and the irresistible comicality of ‘His mother! His 
mother!’, etc., passed from one voice to another.33 And there are so many delightful 
details besides—the geniality of Marcellina’s first phrase, the absurdly rapturous 
exclamations, with the bewildered discomfort of the Count and Don Curzio in the 
background; then the sudden entrance of Susanna, her complete misunderstanding of the 
situation, the ridiculous laborious explanations to her, and last of all the ravishing new 
melody of the last section […] with the Count and Curzio agent venting their fury while 
the rest pause to take a breath.”34  
 
In the opera Don Giovanni, Mozart again uses the sextet, and he uses it to display the 
different “coloration[s]” that are exposed through the interactions of the distinctive characters of 
Donna Anna, Donna Elvira, Zerlina, Don Ottavio, Leporello, and Masetto. Donna Elvira retains 
some of her dignity in this sextet because she is “being contrasted with the buffoon-cry” of 
Leporello who is “introduced by his orchestral calling card, a quick exchange between winds and 
strings that comes from the end of his opening song, ‘Notte e giorno faticar.’” Elvira “takes on 
still more coloration by contrast with […] the serious figures, Anna and Ottavio.” Only Mozart 
“could have achieved so many dramatic shades, ranging from low comedy to high tragedy—and 
to have done so, moreover, within the same ensemble?”35   
 In many of his ensemble pieces, Mozart ends “with tuttis, with all the characters uttering, 
if not the same words, then assonant ones, and if not the same tune then essentially the same 
rhythm.”36 However, he begins the ensembles not as full tutti but works them up through solos, 
duets, and trios. In such a way, the tuttis “may or may not indicate substantive agreement among 
 
33 See Example 3. Mozart, “Sextet,”21. 
34 Dent, Mozart’s Operas, 112. 
35 Daniel Heartz, Mozart’s Operas (Berkeley, Los Angeles and Oxford: University of California Press, 
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the characters, but they always represent a common understanding about the importance of the 
moment.”37 When he does not allow for overwhelming agreement among the characters, this dis-
alignment of giving characters similar or contrasting material creates forceful meaning in the 
storyline. For example, in Don Giovanni the quartet ‘Non ti fidar o misera’ (‘Do not trust [him] 
poor woman’), Donna Elvira tells Donna Anna not to trust Don Giovanni, but Don Giovanni 
tries to persuade Donna Anna and Don Ottavio that Elvira is insane. Donna Elvira, Donna Anna, 
and Don Ottavio sing in line with each other. On the other hand, Don Giovanni’s solo statement 
is “a contrasting shifty or nervous downward motif,” which clearly places him as the odd-man-
out in the group. This is a kind of musical articulation which Mozart often uses in his ensemble 
writing, and it is a way in which his ensembles contribute to the overall drama of a work.38 
 One of the reasons that Mozart’s ensemble pieces are so effective is that he excelled at 
ensemble dialogue. He would often have several characters commenting at the same time about 
the same dramatic situation, from dissenting points of view.39 He also had a gift for being 
concise and compressed. Edward Dent asserts that because of Mozart’s peculiar gift for musical 
economy, composers like Sarti, Paisiello, Amarosa and Schubert would take twenty measures or 
more “to say what Mozart [could] say in two.”40 He would complain to his father about the 
length of the libretto of an opera and the result of said length.  He complained that the scene 
between father and son in Act I and the first scene in Act II between Idomeneo and Arbace were 
too long. “[The actors] would certainly bore the audience, particularly as in the first scene both 
the actors are bad, and in the second, one of them is. […] The libretto is too long and 
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consequently the music is also.”41 And because of his discovery of the “absurdity of treating 
recitative as ensemble”42 Mozart was completely versatile in writing scenes and situations where 
many characters commiserate, converse, and contend.  
In addition to treating recitative as ensemble, Mozart developed a new ensemble opera 
technique: attacca. In Le Nozze, about fifty percent of the recitatives blend attacca into the 
following number. Although these recitatives keep the characteristics that distinguish them from 
the closed numbers, the border between the closed and unclosed begins to blur.43 
 Central to ensemble works is the humble duet. The characters of Le Nozze are seen 
through “multifaceted surfaces” throughout the entire opera, and yet paramount to understanding 
all the characters is how each is shown in relation to Susanna. There are six duets in the entire 
work, and Susanna appears in all six. The interaction of these characters with Susanna makes 
them known to the audience. Susanna is shown in relation to Figaro, Marcellina, Cherubino, the 
Count and the Countess. Moreover, she is seen to be equal to, if not better than her partners in 
these duets.44 In the “Echo Aria,” we are shown the elegance and grace of the Countess, who sits 
down and dictates to Susanna a letter to the count, asking for a romantic meeting. Susanna 
repeats back to the Countess the phrases the Countess conceives, and through their interaction, 
we discover the longing and desire the Countess has for her husband. Another example to 
Susanna’s “revealing” the character of her duet partner is during the opening “duettino” by 
Figaro and Susanna. This duet shows us the whole future of their married life; perhaps Figaro 
will do a lot of serious, useful work, while Susanna will strut in front of a mirror, trying on a new 
hat. Both are acting and expressing their thoughts separately, and the two musical ideas never 
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come into contact with one another. Figaro’s melody, stretching farther and farther (to a fifth, a 
sixth, a seventh, and finally to an octave), illustrates what is happening on the stage: the slow 
leisurely process of measuring. Here we see the sober, practical side of Figaro’s character, his 
stubborn firmness. Once he makes up his mind to do something, it is difficult to dissuade him 
from it. However, Susanna knows how to treat menfolk; she can twist Figaro round her little 
finger. Hardly have a few bars passed when Figaro adopts Susann’s melody, and he then goes on 
to imitate her next musical thought as well.”45 46 
 
Example 4:  Act I beginning duet between Figaro and Susanna, each envisioning different 
aspects of their soon-to-come married life, mm. 37-39. 
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By contrast, although Don Giovanni has duets as well, the characters are presented 
individually using solo arias.47 But by no means is Mozart’s depiction of character and 
interaction lacking in Don Giovanni. The finales of both acts have compelling similarities which 
showcase “social life, manners, and conviviality. […] Both include a ‘picture’ of the society in 
microcosm. Both highlight one woman in her retaliation to Giovanni. […] In the first finale the 
shimmering mirror which reflects the social order is shattered, in the second the mirror is rebuilt, 
but in both the theme is the same—the confrontation of the established community of men with a 
man who cannot acknowledge its limits.”48 
 Instrumental devices are featured prominently in his operas. Mozart seemed to use certain 
instruments to link with certain characters. Figaro is often partnered with the bassoon, and 
Susanna with the oboe. When Figaro sings about his upcoming marriage in the Act II Finale, 
Mozart fills his orchestration with prominent oboes and bassoons in octaves.49 When one listens 
to the orchestral accompaniment during a performance of any of his operas, one hears how the 
music adapts to a new turn in the plot or a new combination of characters. Mozart figured out in 
his instrumental music how to set up juxtapositions without egregiously hampering the musical 
flow of his work. Each change was purposeful in marking or commenting on a change on stage.50 
And sometimes, listening to the music versus the text in a Mozart opera, one can tell when 
Mozart disagreed with his librettist. Da Ponte and Mozart must have dissented on how to end Le 
Nozze. Da Ponte’s text matches the play by Beaumarchais, and he maintains the comic pace 
which Beaumarchais sought.  
In keeping with a long-established tradition of sudden operatic denouements, [Da Ponte] 
provides a text that is perfunctory to an extreme: ‘Countess, forgive me.’ ‘I am kind and 
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say yes.’ ‘Ah! All happy shall we be thus.’ However, Mozart’s setting, magnificent in its 
serenity and translucence, suggests another course. The Countess no longer forgives the 
Count out of affection mixed with a little guilt. Instead, her act of forgiveness is the 
ultimate self-sacrifice, a moment of true nobility and perfect love.51  
 
Though Beaumarchais and Da Ponte wanted to preserve neutrality in their text, “Mozart’s music 
cannot be neutral.”52 
Through all the established research of Mozart’s methods and techniques, one cannot 
label Mozart music, especially his operas, as simply this or that. There is no gimmickry, and 
there is no excess. And there is no hope for an imitation of his ensemble operas, although he 
“labored long and hard to communicate as simply and directly” as he could to his audience.53 In 
the end, one concludes that his work is “sui generis.”54 55 
Sondheim’s Authority on Ensemble Musicals 
Stephen Sondheim is one of the foremost composers (and lyricists) of Broadway musicals 
today. He was born in 1930 and, as far as anyone knows, is still actively pursuing his career. He 
started learning the mechanics of writing musicals from Oscar Hammerstein II and attended 
Williams College where he majored in music. After studying at Williams, Sondheim went to 
New York to study with Milton Babbitt. Sondheim ran into Arthur Laurents at a party, and 
Laurents told him that he, Jerome Robbins, and Leonard Bernstein were committed to making an 
adaptation of Romeo and Juliet. Laurents suggested that Sondheim audition for Bernstein, and 
“although Sondheim was disappointed that his first professional job would be writing only the 
lyrics, he accepted the position. The rest is history…”56 
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 Like Mozart, Sondheim has many successes in writing music for the stage. Moreover, 
like Mozart, Sondheim had a collaborator with whom he worked to vivid success, the playwright 
James Lapine. Sondheim and Lapine worked on three major musicals which influenced the 
world of music theatre: Sunday in the Park with George, Into the Woods, and Passion. Passion 
won the Tony Award for Best Musical, Best Original Score, and Best Book, among other 
awards. Into the Woods won the Tony Award for Best Original Score and Best Book, among 
other awards, and it also won the Drama Desk Award for Outstanding Musical. Sunday in the 
Park with George won the Pulitzer Prize for Drama. Sondheim has many other successes outside 
of this collaboration, including West Side Story with Leonard Bernstein (Sondheim was the 
librettist), A Funny Thing Happened on the Way to the Forum, Company, Follies, Sweeney Todd, 
and more. 
 Sondheim’s stage productions are worthy of study for this project because of what he 
communicates through his musicals—connection, a highly prioritized element of ensemble 
productions. He learned from his mentor, Hammerstein, the same basic story “of couples and 
communities coming together despite the pressures around them that try (sometimes 
successfully) to force them apart, and of individuals who fail to find community.”57 This can be 
illustrated through the synopsis of both Sunday in the Park with George and Into the Woods. 
 Sunday in the Park starts out with the first Act fictionalizing “the creation of pointillist 
painter Georges Seurat’s masterpiece A Sunday Afternoon on the Island of La Grande Jatte, 
imagining lives for Seurat and the figures in the painting as well as meditating on the process of 
artistic creation, the nature and purpose of art, and how artists live.”58 In the second act, time 
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shifts a hundred years into the future and focuses on another George, an American artist, who is 
descended from Seurat (not likely to be true because both his children died in infancy). The 
second act highlights the second George’s struggle to create art and to connect with others “in an 
age when all possibilities for artistic and personal expression seem to have been exhausted. The 
play ends with George 2 taking his latest creation, a chromolome—apparently, a combination of 
sculpture and light show—to La Grande Jatte, where in a surreal moment he meets Dot, George 
1’s mistress, and the other figures in the painting, and comes to a new understanding of art and 
life.”59 
 Sondheim’s other collaboration with Lapine, Into the Woods, is also about connection 
and partnership with others. The story uses very familiar source materials: fairy-tales. In the first 
act, well-known characters that many have known from childhood come alive—Cinderella, Little 
Red Ridinghood, Jack and the Beanstalk, Rapunzel—as well as a pair of new characters, the 
Baker and his wife, who go into the woods at the instructions of the Witch from next door to 
obtain several objects the Witch needs to restore her youth. If they are successful, she will lift the 
curse that has kept them childless. In the second act, the happiness that everyone thought they 
had achieved from their journeying into the woods is shattered by the arrival of the widow of the 
giant Jack killed. She tramples part of the kingdom and kills several of the characters in her thirst 
for revenge. This giant is finally killed when four of the surviving characters learn to work as a 
team—the Baker, Cinderella, Red Ridinghood, and Jack. But they also have to learn “the 
bittersweet nature of communities: acts have far-reaching and unpredictable consequences; 
through our acts, we are connected to countless others; and through our stories, we are connected 
to the past and future.”60 In terms of community, Into the Woods not only stresses the “multiple 
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connections among individuals that make up potential communities,” but it also suggests that the 
more complexly we are able to think about our place in “a web of relations, the more fully and 
morally we will be able to act. […] One’s community can grow large enough to include those 
who were once thought of as enemies or Other and that these connections can help us live more 
deeply: ‘Into the woods to mind the Wolf, To heed the Witch, To honor the giant, To mind, To 
heed, To find, To think, To teach, To Join.’”61 
 Ensemble productions work well with these kinds of plot-lines because they emphasize 
that interactions are what life is about. Even when one is alone, one is connected to others 
through history, through events and feelings others have experienced in the past that now 
connect with those in the present, that person who thinks he is alone, like Sondheim’s George. 
The finale of Sunday in the Park demonstrates this message clearly: George 2 looks over Dot’s 
grammar book (she, herself, is a vision from the past trying to teach him how to live in the 
present). George begins to read this manifesto and as he reads the past and present begin to 
merge. The present gradually fades and slowly the characters and objects of the past appear.” As 
George struggles to make out Dot’s handwriting on the page, she helps him with the word 
“harmony.” This prompts figures from the painting of the nineteenth-century world to begin to 
sing a reprise of the theme song “Sunday.” This causes an emotional and musical tranquility in 
both George 2 and the audience. At that moment, Dot takes his hand and turns him to face the 
figures from the past who were in the painting. They “bow to him. Art acknowledges artist; the 
connection between inspiration and creative energy is reestablished.”62 This scene can be 
poignant in so many ways, but for those who work in solitude--the performer practicing for hours 
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alone in the practice room, the composer who sits waiting for inspiration while a group of 
boisterous friends sing rowdily outside her window, the writer who lives a story inside his head 
as he puts it down on paper, the architect who draws throughout the night in order to get his 
calculations perfectly on paper before they can become a reality—these individuals can be 
comforted, they are connected, even in solitude.  
The final sequence in Into the Woods, in contrast, combines its ideas about community, 
narrative, and morality. “Having worked together to save themselves from the Giant and, more 
important, to work past the despair of aloneness to an adult independence and a sense of morality 
based in interrelation, the four surviving characters form an ad hoc community, based neither in 
family nor romantic relationships, to build a new life from the ruins the Giant left.”63 This sense 
of a larger community is also shown at the end of Into the Woods through the choreography of 
the ensemble. In the original Broadway production’s first-act finale, the characters’ dancing was 
segregated by class; at the end of the play, the second-act finale, “the characters are integrated, 
dancing together across class and family lines, while singing ‘The way is dark, the light is dim, 
But now there’s you, me, her, and him.’ [emphasis mine]. The song becomes a celebration of 
connection.”64 Thus, Sunday in the Park and Into the Woods are about connection. The former 
connects to the past and his art while the ones around him struggle to understand, and he 
struggles to make them understand; the latter connects to the community, shows us what happens 
when relations are spurned, and encourages acceptance, forbearance, and communication. 
 Just like Mozart, Sondheim works with techniques and mechanics to utilize fully the 
beauty of interactions. In Sunday in the Park, Sondheim composes with a methodology that 
resembles Seurat, the painter that the musical is exhibiting. Seurat used pointillism in his 
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artwork; he was known for it and he was shunned for it. But Sondheim uses this technique of 
motifs—small musical ideas—and expands them into large structural forms. He explains, “If you 
look at a Bach fugue you see this gigantic cathedral built of these tiny little motifs. I’ve always 
composed that way, and I think that’s why I’m attracted to this kind of musical […] that offers 
opportunities to take characters and assign motifs to them which can grow with them.”65 
Another of Sondheim’s methods is to fully enhance a character by changes in musical 
style. The characters in Into the Woods are distinct fairy-tale roles that most already view with a 
particular expectation. At the first, Sondheim was prepared to give each of the major characters 
an “individual style and musical motif,” but this was thought to be too schematic and limiting. So 
instead he used “stylistic motifs,” where “Cinderella sings her romance in a light operatic 
soprano, while Jack and his mother express themselves in simple folk tunes and childlike 
rhymes. The Wolf’s lechery is translated into a soft-shoe shuffle while the Witch uses a unique 
rap style.66 But Sondheim does not just use stylistic motifs to differentiate characters, he also 
uses different themes67  (or starts with different themes) for each of his ten or so characters in 
Into the Woods. He admits that it “makes it easier to write if you have a character come on and a 
theme that you’ve heard starts and then goes into another direction—it holds it together.”68 69 
 Sondheim also changes up his rhythms, not just to enhance his characters, but to prevent 
his audience from getting bored. He explains, “The reason a lot of people complain the music is 
‘difficult’ is because it does tend to change. It’s something I picked up partly from Cole Porter 
and partly from Leonard Bernstein. One of the things about Lenny’s music I like is he keeps 
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surprising you—particularly rhythmically. […] So you rarely get a chance to get ahead of the 
music, and that keeps the music fresh—because it’s full of surprises. [Bernstein] used to say […] 
that music should be inevitable but fresh.”70 But Sondheim does use rhythm motifs for the good 
of characterization. He justifies his contrasting rhythmic patterns in “Finishing the Hat,” from 
Sunday by identifying the rhythm as an effective way of musically illustrating dots on the 
canvas, to show George’s distraction as well as his focus. There are two rhythmic motifs that call 
out George’s character, that of “an arpeggiated rolling rhythm” and another which he calls the 
‘painter’s theme’ which is “sharp, staccato and jabbed.”71 
 Another way Sondheim uses rhythm is by incorporating South American rhythm. He 
doesn’t really know why, but “in every show, [he uses them] quite often, whether the songs are 
relevant or not.” He even used them in Sweeney Todd, which is situated in Victorian England.72 
 Sondheim uses the ensemble in a comical and yet moving way in Sunday in the Park’s 
“It’s Hot Up Here,” where the figures in Seurat’s painting come to life. The song envisions these 
figures as real people who are “trapped, like bugs in amber” within the artist’s framed canvas. 
The characters that have come to life complain about being “stuck in one place and one position” 
and they are “forced to pose forever” as if cursed. The ensemble’s song also suggests 
“interrupted lives, the desire for what might have occurred had they not been frozen at this 
moment, in this pose.” One of the soldiers looks longingly at one of the girls in the painting “in 
the light hat.” Another figure, looks over to Dot, the artist’s mistress, who has also been 
immortalized on canvas, and asks her if she “likes tall grass.” The entire tableau is humorous 
because it is based on a paradox, central to the play, that of time passing within a “frozen 
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moment.” The figures moan about their discomfort and boredom, singing that there hasn’t been 
any change “forever,” but at the same time, they have an awareness of how time passes, 
“entropically, running down.” They sing about “rotting” and “fading” and through the interaction 
of these trapped figures, the audience is made aware of how art interacts with the world.73 
 The way that Sondheim sometimes structures his ensemble pieces is by overlapping 
phrases that do not actually go together. He describes his method as not wanting to do the 
quodlibet method, “where you hear one tune, and then, you hear another, and you know they’re 
going to go together, and to your dismay they do.” In an interview, he describes his thought 
process as composing “three songs that [one wouldn’t] think are going to go together, and they 
do go together. […] The trick was that the vamp […] has five and six-note chords in it, and 
therefore it’s like spaghetti sauce—it’ll cover almost anything.”74 
 In musical works like Into the Woods and his musicals from the 1970’s, Sondheim uses 
the technique of introducing a narrator into the musical. This works very well for a dramatic 
work like Into the Woods because it “uses and subverts audiences’ expectations for how narrative 
functions and employs and explodes narrative’s potential as a meaning-providing structure.75 The 
musical begins with the words, “Once Upon a Time,” and the audience immediately expects the 
musical to conclude with “And they lived happily ever after.” However, with this musical, the 
“happily-ever-after” occurs at the end of the first Act. What happens after “happily-ever-after”? 
As described in the synopsis, the second act starts happily enough, but this “Ever After” begins 
to fall apart when loud stomping is heard as a giant comes to avenge her husband’s demise. 
Thus, the story is not the simplistic version that people tell their children to fall asleep. There are 
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lessons to be learned, and the narrative method of portraying the other side of the story works 
well for this musical. “The play’s sense of morality, individual and situational choices made in 
the context of a complex web of relations, is emphasized […] in the final reprise of the title song. 
One quatrain brings together the importance of narrative and moral action. The ensemble sings: 
‘You can’t just act, you have to listen. You can’t just act, you have to think.’”76 
 In the works of Sondheim, duets are essential and are of two types. The first is when the 
two voices share a dramatic moment, recognizing one another’s role within the storyline, and 
then singing to, or with, each other. An example of this is the conventional duet in A Little Night 
Music, “You Must meet My Wife.” In this duet, the two characters, Fredrik and Desiree, have a 
musical discussion about the inadequacies of another character, Anne. The other type of 
Sondheim duet is when two voices share just the theatrical moment—they enter the song without 
any plot awareness of the other’s presence. An example of this is the duet in Sondheim’s 
musical, Follies. In this duet, Heidi sings a duet with her younger self. The stage directions 
indicate that “an old voice and a young one twined about each other.”77 The duet between Dot 
and George in the first Act of Sunday, when she tells him she is going to America, emphasizes 
the miscommunication between two people who expect different things and misunderstand the 
other’s speech or silence. Dot accuses George of “hiding behind his painting,” and he responds 
that he isn’t hiding behind it, but “living in it.” Both characters are right. George’s worlds 
overlap, the world of his painting does not fade away when he emerges from his work.78 
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 Sondheim’s ensembles also stretch to double duets, not quartets. In the song “Waiting for 
the Girls Upstairs,” the characters Ben and Buddy sing about the women in their lives. The 
women they are involved with sing a counter-duet in which they talk about “waiting around for 
the boys downstairs.” “As these two duets enter into counterpoint, the stage directions indicate 
that ‘the force of their collective memories’ summons the ghosts of their younger selves. The 
middle-aged Ben, Phyllis, Buddy, and Sally watch their young counterparts continue the double-
duet replaying the banal courtship that their older selves were just idealizing.”79 Another type of 
duet that Sondheim uses is the complex duet, where Sondheim complicates the duet by 
“multiplying it—not merely by adding to the number of  voices […] but by placing two or more 
duets together within a single musical construct. These double—and quadruple—duets dramatize 
additional layers of conflicts, ironies, and parallels in their narratives.”80 An example of this is 
the complex duets in Sweeney Todd, “Kiss Me/Ladies in Their Sensitivities.” The ensemble 
begins rather conventionally as a “patter song that highlights the charged romantic movement 
between Anthony and Johanna, [but it] quickly gets more complicated. With the contrapuntal 
appearance of the Judge and the Beadle, the double-duet soon forwards the plot by exposing the 
counter-schemes of the two pairs: the lovers engineer Johanna’s escape, while the two men plot 
her ensnarement.”81 
 In writing musicals, thinking about your ensemble is a critical aspect of the whole 
process. Sondheim has demonstrated through his thinking process, methods, and techniques that 
he is quite aware of the effects he needs from the ensemble for the production to be a success. 
 
 
79 Puccio, “It Takes Two,” 128. 




Mark Adamo and the Ensemble Aspects of his opera Little Women 
Mark Adamo completed his opera Little Women in 1998. His libretto, which he wrote 
himself, is based on Louisa May Alcott’s 1868-1869 narrative of four sisters growing up in New 
England after the American Civil War (1861-1865). As Adamo was contemplating turning the 
book into an opera, he considered its dramatic capabilities: “this was a book about how four 
sisters, while up growing up, loved, loathed, and lost each other.”82 He was interested in how, 
“for the first time in American fiction,” American women were seen ”in toto” and not “as pale 
reflections of infatuations with men, not as makeshift public glamour, but as deep, rich emotional 
bonds that told us at least as much about American nature as anything by Twain, Crane, or 
Wharton, or Hawthorne.”83 But he wondered if it “could sing.” As part of his process, he 
diligently explored the tale. He came to the part where on Laurie and Amy’s return from Europe, 
Laurie goes in search of Jo, and on finding her asks her forgiveness, which she freely gives but 
tells him, “Teddy, we can never be a boy and girl again.” After she tells him this, Bhaer knocks 
and asks Jo, “Is this a good moment?”  She closes the four chests belonging to the sisters and 
responds, “Now is all there is.” After he read that, Adamo realized the drama, the bitter-sweet 
ending of the narrative, and that there was a rightness in setting this story to operatic stage. 
Little Women has at its core four dynamic March sisters who stand out as individuals. The 
eldest is Meg, “languid, pretty, with the talent of a singer but not the drive.” Jo, the second 
eldest, is a “big, bony, brown, tomboy, writer, ringleader of amateur theatricals and all-around 
maniac. Just two years younger is Beth, “the dormouse: quiet to a fault, a pianist and composer 
[…] when nobody’s listening. She’s the first to finish her sisters’ chores and to bring food to the 
 
82 Mark Adamo, “Mark Adamo: Little Women—A Course for Opera America’s Distance Learning 
Program,” Accessed March 16, 2021. https://www.markadamo.com/wp-content/uploads/2017/11/course.pdf, 6. 
83 Adamo, Little Women Course, 6. 
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hungry family down the road, but she’s never quite been the same since that bout of scarlet 
fever.” The youngest of the family is Amy, “that darling of the golden ringlets. She wants to 
paint like Raphael! To fall in love and move to Paris! Meanwhile, she exasperates all with her 
affectations and her eagle eye for other people’s bad manners. She grows up, of course, but not a 
moment too soon.”84 
Unlike Sondheim, Adamo did not write a work that prioritized the “word-first” method. 
His goal was not to turn Little Women into an “exclusively” musical play. He wanted it to reach 
his audience at a psychological level, that it would still speak to listeners who do not have 
English language skills, “a playwright’s libretto, but a symphonist’s score, at the same time.”85 
And yet, as he writes in an email to this author: “If one understands how theatre and music use 
distinct (but sometimes comparable!) methods of organizing event, you’ll know when music 
should lead, when language should—and when, ideally, like a long-married couple on the dance 
floor—they’ll be working together in such unison that the question of “leading” becomes beside 
the point.”86 
Mark Adamo, respected living American composer, and librettist and professor of music 
composition at New York University’s Steinhardt School, graciously wrote back to this author 
when I asked about his process of ensemble and character writing. The following paragraphs 
contain his answers from the correspondence:87 
Author: How did you come up with the motifs88 you used in the opera? Were they linked 
to a character's personality or an idea of what, for instance, stability "sounds" like? 
 
 
84 Ibid, 2. 
85 Adamo, Little Women Course, 20. 
86 Mark Adamo, “Hail, Arlene: Herewith! Hope These Help,” email to the author, March 18, 2021. 
87 Ibid. 
88 This author is used to motif being spelled thus, but many others including Mark Adamo spell it as motive. 
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Mark Adamo: I was trying to make audible how a certain unchanging motive89 
("change;” “resistance;” “courtship”) could be adopted by an individual character and 
used for their own reasons. So, the “things change" motive remains musically itself, even 
as Meg uses it to widen the distance between herself and Jo while Laurie uses it to close 
the same distance. Likewise, the “perfect as we are” motive is Jo’s and Jo’s alone—
until she recognizes it in Cecilia’s music, and realizes that what she felt from the inside as 
a desire to remain happy looks, from the outside, like a desire to control. 
 
Author: When you wrote for a scene with multiple characters--did you identify that scene 
as an ensemble scene? Did you consider these characters as interacting formally through 
music (Mozart-ian) or were the characters pretty much reacting to each other? 
 
MA: I’d respectfully call that a false dichotomy. Why can’t musical and dramatic 
interaction happen at the same time?  The laundry game in Act One of Little Women is all 
interaction, but all that dialogue is shaped to fit into a single repeating musical strophe. 
Whereas "Write soon,” the letter ensemble opening Act Two, can be described as a series 
of sequential monologues interrupted only briefly by interjections from other characters, 
which are nonetheless united by the “write soon” motive, which the entire family sings as 
unaccompanied nonet. Even the final quartet, which is musically, obviously, an 
ensemble, is dramatically more ambiguous: is Jo singing with her sisters, or with their 
ghosts, which would make it a kind of surreal monologue? Ensemble is what you make it. 
I think the more important distinction is between ensemble, which is foreground, and 
recitative, which is background... The relatively prosy and casual conversation of the 
family interactions before, say, Beth’s chorale in Act One, Scene Two are, to me, un-
missably recitative; whereas the concentration, higher emotional stakes, and formally 
exact strophes of the letter scene make it an ensemble and nothing else. 
 
Author: Aside from the motifs, what compels the key or style of a certain character? 
MA: Tessitura, of course; but then, you’ve chosen the voice type based on who you think 
the character is, so even that choice is secondary. Once you observe that Aunt March is 
the most adult, sophisticated, and socially shrewd of the March family, the richness of her 
contralto register as well as the formal, public, urbane rhythms of minuet might suggest 
themselves as a way of making audible who she is—and, as importantly, who the rest of 
the family is not.  Brooke is a storyteller, and the narrative he tells to woo Meg is an 
antique one of knights and damsels; might that not suggest a quasi-
fauxbourdon orchestral background of skeins of 6/3 chords, which might impart a 
medieval feeling to an essentially contemporary moment? Might Bhaer’s uniquely 
German reverence for poetry and its setting lead to a musicalization of Goethe that might 
evoke, not so much Brahms, but a displaced professor’s homesick longing for Brahms, 
 
89 Just like Sondheim’s Into the Woods, Adamo’s Little Women is constructed with motives and themes that 
purposefully link character to thought or self-concept, character to situations, and character to other characters. He 
gives these motives identities: Jo’s “stability music,” Laurie’s and Jo’s “reunion sonority,” Amy’s motive “She’s 
loved beyond compare, loved beyond belief,” Meg’s “change music,” Jo’s “abandonment music,” Jo’s “counter-




stranded as he is in remote and alien New England? I think the more you know about 
your characters, the more you can imagine the ways they sound. 
 
Author: When writing interactions between characters, how important is the libretto? You 
said that you were writing symphonically so that the musical appreciation of those who 
do not understand English would not be diminished, so how do you work out these 
interactions? 
 
MA: The libretto is always crucial. So is the music. Composing symphonically is not 
intrinsically at odds with writing dramatically; in fact, it was the realization that Jo would 
be confronting the same reality, embodied in three different characters, that gave me the 
symphonic design of the score. Remember I also recommended that you want to write a 
libretto so it can stand alone as a play, as well as composing the score as if you could 
understand it (to some degree) as a symphony with vocalise. For me the most crucial 
thing is to understand how the structure of your narrative can be expressed onstage, so 
that then both text and score can embody that structure in their own distinct (albeit 
similar) ways. Compare, for example, sonata-allegro form and the Aristotelian dramatic 
idea of protagonist-antagonist-conflict-agon-denouement.  Both processes employ the 
contrast of variety and repetition to create a persuasive experience. If one understands 
how theatre and music use distinct (but sometimes comparable!) methods of organizing 
events, you’ll know when music should lead, when language should—and when, ideally, 
like a long-married couple on the dance floor—they’ll be working together in such 
unison that the question of “leading” becomes beside the point.  
 
 Author: When thinking about ensemble writing, what should a composer prioritize? 
MA: The truth of the moment. Period. As I mentioned earlier, “ensemble” is a very 
flexible tool. In this piece, it can give you the near-diegetic club song of the first act, as 
well as the offstage wordless elegy for Beth after her death in Act Two; it can give you 
the split-screen drama of Jo and Laurie’s struggle as Meg’s wedding vows continue 
undisturbed behind it; and, as mentioned, it can give you the rangy, continent-spanning 
storytelling of the letter scene, as well as the highly intimate and half-imaginary quasi-
monologue of the opera's finale. Each of these are ensembles: none of them work the 
same. 
 
Adaptation of principles from Mozart, Sondheim, and Adamo into Pride and Prejudice 
 After examining the work of Mozart, Sondheim, and Adamo, I have discovered certain 
principles used that consistently result in effective ensemble writing. These seven principles are: 
1. Dramatic Function, 2. Motifs and Musical Characterization, 3. Characterizations Through 
Duets, 4. Characterization Through Ensemble Interactions, 5. Narration as a Tool, 6. Recitative 
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as a Means of Featuring Interaction, and 7. Rhythmic Topoi and Character Dances as a Method 
to Create Mood, Character-traits, and Atmosphere. 
Principle #1: Dramatic Function 
 In the works of the three composers studied, drama is an essential key to a musical stage 
production. In the case of Mozart, multiple plots within an overarching main plot is valued. In 
Pride and Prejudice, the main storyline is the relationship between Miss Elizabeth Bennet and 
Mr. Fitzwilliam Darcy. Through misunderstandings, misperceptions, and misrepresentation, the 
relationship does not begin in a forthright manner, but by the end of the production, all will be 
made right. There are sub-plots within the story that help the main plot forward by providing 
material for the two main characters to concern themselves with: Miss Jane’s faltering 
relationship with Mr. Bingley, the Bennets’ family dynamic, Mr. Collins and his courtship of 
Elizabeth, and his subsequent turn towards her friend Charlotte, Mr. Wickham and the wrongs 
(which are actually rights) which Mr. Darcy has committed against him. These plotlines establish 
a strong case for using this story as a libretto for an opera. 
Principle #2: Motifs and Musical Characterization 
 All three composers use motifs and musical characterizations to enhance personality. As 
mentioned earlier, for example, in Figaro Mozart uses a flurry of fast notes to indicate panic 
(Susanna) and down-sliding notes (Basilio) to indicate oiliness or suavity. Sondheim’s motifs are 
clear in Into the Woods, and Adamo uses them prolifically. In Pride and Prejudice, general 
musical characteristics such as clustered notes are used to symbolize an ominous situation and 
gently rolling chords indicate serenity and pastoral scenes. Not many motifs are assigned to 
individual characters. However, one frequent motif is used to describe Mr. Collins, whom the 
original author portrays as a man of established fawning and obsequious behavior. The motif is a 
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seven-note figure made up of eight-notes over a marcato-like articulation. It announces the 
presence of Mr. Collins every time it is heard. 
 
  Example 5:  Mr. Collin’s motif from Pride and Prejudice, Act II, Scene 3, mm. 247-250. 
Principle #3: Characterization Through Duets 
Mozart, Sondheim and Adamo all use duets to establish characterization. In Figaro, duets 
with Susanna expose the virtues or weaknesses of a certain character. Sondheim uses duets to 
exhibit issues between the two singers, and Adamo uses them to showcase rapport or expose 
undercurrents. There are a fair number of duets throughout Pride and Prejudice, and all the duets 
work to establish the character of one or both participants. For example, in Act One, Scene One, 
the Bennet girls open the scene, but the narration brings together their parents whose marriage of 
twenty-three years “was insufficient” for them to yet understand each other. Mr. Bennet is seen 
and heard to mock his wife, but all the mockery goes straight over the head of his wife, a woman 







Example 6: Duet by Mr. and Mrs. Bennet in Scene One, Act One, where they reveal their 
personalities, Act I, Scene 1, mm. 295-306. 
 Another duet that is very revealing is the duet by Jane and Elizabeth in Scene 4 of Act 1. 
The accompaniment to Jane and Elizabeth’s duet is gentle and rolling, portraying Jane as a sweet 
young lady who does not think badly of anyone and reveals herself to be in love with the rich man 
who has just moved into town. However, it is not his wealth that entrances her, but his lovely 
character (“He is Just What a Young Man Out to Be”). Elizabeth teases her that along with all his 
wonderful qualities, he is also good-looking. But she “forgives” Jane her innocence because she 





Example 7:  The gentle, rolling accompaniment to Elizabeth and Jane’s duet about the qualities 
of a young man, Act 1, Scene 4, mm. 7-12. 
 One of the most exposing duets in terms of character is the duet between Mr. Darcy and 
Elizabeth in Act 3, Scene 1 “In Vain I have Struggled” in the surly key of Bb minor. Darcy has 
come over to ask Elizabeth to marry him; however, he does not realize that Elizabeth has just had 
a talk with his cousin, Colonel Fitzwilliams. The Colonel has unknowingly revealed to Elizabeth 
that Darcy is the cause of her sister Jane’s unhappiness. Elizabeth is angry at Darcy and rejects 
him coldly. His manner of proposing to her was also very callous, loving her “against [his] will, 
against [his] reason, even against [his] character.” Their duet builds in intensity until they both 










Principle #4: Characterization Through Ensemble Interactions 
 Mozart, Sondheim, and Adamo use ensemble interactions to display key points of the 
drama. In the wedding rehearsal scene of Little Women, Meg and Brooke are given advice by her 
parents concerning love and marriage. At the same time, Laurie is pouring his heart out to Jo 
who does not want things to change; a third level of activity is Amy’s frustration with Jo for 
rejecting Laurie. Thus, the interactions of an ensemble piece clarify the plot.  
Example 9: Mrs. Bennet and the girls laugh in relief after Mr. Bennet's teasing, Act 1, 
Scene 2, mm. 166-171. 
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In Scene 2 of the first act of Pride and Prejudice, the family is all together and Mrs. 
Bennet is emotionally exhausted because she believes her husband unwilling to visit the new 
wealthy resident of the neighborhood, Mr. Bingley. Without his visitation, there can be no 
chance for her girls to get to know Mr. Bingley, and for Bingley to fall in love with one of them. 
The audience can see and feel Mrs. Bennet’s displeasure; however, the music is light and dance-
influenced, and anyone watching knows that something is coming up. When Mr. Bennet reveals 
that he has already visited Mr. Bingley and that he is now able to introduce his family to him, 
Mrs. Bennet and her daughters laugh their anxieties away. Mrs. Bennet then informs the girls 
that they have an excellent father. This entire scene exposes a family that is mildly dysfunctional, 
as many families are: the father knows what his wife wants most in the world, and he is willing 
to give it to her, but he is amused at her dejection and wants to hold it out for as long as possible. 
Principle #5: Narration as a Tool 
Narration can be very valuable as a tool for which a stage performance, particularly one 
with an ensemble cast. Sondheim uses this technique brilliantly in the musical Into the Woods. 
His narrator opens the play with “Once Upon a Time,” and throughout the musical, he keeps 
emerging to keep the audience informed about the characters.  Pride and Prejudice uses this tool 
to its advantage, namely because the narration in the novel is already healthily effective. In every 
scene, the characters turn from their dialogue to become narrators and vice versa. 
 For example, in the opening scene, the girls introduce the play by using Jane Austen’s 
opening line: “It is a truth universally acknowledged that a single man in possession of a great 
fortune must be in want of a wife” (See Example 10).  Another example is Elizabeth turning 
narrator when she has to sit out a dance in Scene 3. Mr. Bingley joins her in narration as he 
comes to convince his friend, Darcy, to join in the festivities (See Example 11). She is also a 
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narrator in Act 3, Scene 1, the morning after Darcy revealed to her that he is in love with her and 
despite her family’s manners and indiscretions. In this scene, she is walking up the lane from the 
Collins’s home, Hunsford, and she meets Darcy again. He hands her a letter that he has written 
hoping to acquit himself of her accusations towards him (See Example 12). After this narration 
sequence, Darcy and Elizabeth sing their letter duet, each at different times of day, Darcy as he 
was writing the letter, and Elizabeth as she is presently reading it.  
  
Example 10:  Opening ensemble, Bennet sisters as narrators, Act 1, Scene 1, mm. 8-12. 
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Example 11: Elizabeth and Bingley as narrators while at the Longbourn Dance, Act 1, 
Scene 3, mm. 90-93 




Principle #6: Recitative as a Means of Featuring Interaction 
Mozart’s recitatives are very effective in furthering the plot and making the most of 
conversations that need to be said without having to be pretty. In Act 3 of Pride and Prejudice, 
Elizabeth gets to know Lady Catherine de Bourgh, the patroness of her cousin, Mr. Collins. In 
this scene, Lady Catherine interrogates Elizabeth. She thinks that Elizabeth and her sisters did 
not get a proper education, that her sisters, who are all “out at once” must be very ill-advised, 
and that Elizabeth is quite opinionated. This conversational piece acts as a recitative although I 
would not name it as such, but it exhibits all the features of what makes a recitative; it propels 
the action forward, the notes are rhythmic and fast-paced, as speech (See Example 13). 
 




Principle #7: Rhythmic Topoi and Character Dances as a Method to Create Mood,  
Character-traits, and Atmosphere 
 
Unlike Mozart, I haven’t studied rhythmic topics and character dances; however, Pride 
and Prejudice does incorporate many dance-like movements. Scene 2 of Act 1 uses a compound 
meter than goes back and forth between a simple triple and a compound duple, managing to 
suggest a dance-feel that is not quite steady (See Example 14). 
Example 14: Interchanging meters: 6/8 and 3/4, Act 1, Scene 2, mm. 1-8. 
The ballroom scene of Scene 3 also suggests a dance that alternates between a simple 
triple meter and 5/4 time which is inserted in various places of the dance. It keeps the dancers on 
their guard (See Example 15). The Netherfield ball scene in Act 2 begins in 7/8 (See Example 
16), changes to 6/8 when Darcy asks Elizabeth to dance, matures to simple triple as they are 
dancing, and as they get slightly annoyed with each other, returns to a basic 4/4. In the quick 
wedding scene of Charlotte and Mr. Collins, there is a hidden nod to the bridal chorus from 
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Lohengrin (See Example 17). Act 2, Scene 3 contains a swing section as Jane finds out Bingley 
has left Netherfield and has gone back to London, and with the line “Hope was Entirely Over,” 
the Bennet girls croon to swinging 8th notes (See Example 18). 
Example 15: Interchanging meters: 3/4 and 5/4, Act 1, Scene 3, mm. 16-21. 








Example 18:  The Bennet Girls bemoaning Jane’s Lost Love with swinging 8th notes, Act 2, 





 The principles listed here are in no wise exhaustive. There is more to be studied and more 
to be discovered. In terms of exploring ensemble writing for the stage, looking back at a past 
abundant with time-tested compositions, a present of prolific productions, and a future filled with 
potential and possibilities, composers have at their disposal the entire world. Considering that 
line of thought, at some point in the future I would like to study the masterful operas of Claudio 
Monteverdi (1567-1643), the hugely successful ensemble musical, Hamilton, by Lin Manuel 
Miranda (1980-), and strange but compelling new operatic works by composers like Thomas 
Ades (1971-). I would go further than just studying ensemble capabilities. With Monteverdi, I 
would explore writing clear lines and pure harmonies, with Miranda contemporary rhythms, and 
with Ades complex textures. This is all for a future time. At the moment, Mozart, Sondheim, and 
Adamo have taught me what it means to weave lyrical interactions into drama, musical 
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What a fine thing
œœœ œœœ œœœ
œœœ œœœ œœ





œ œ œ œ œ œ
..œœb œ œ œdim.
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œ œ œ Œ
Ben net!
∑
‰ œœ œœ Œ
‰ œœ œœ Œ
œ œ œ œ œ
3
How can you be so
∑
œœ œœ œœ œœ œœ
3œ
@













163 œ œ œ3
ti re some!




œb œ œ œ œb
3
You must know I am




œ œb œ œ3
think ing of his
œœœb œœœ œb œ
3
œœ œœ
œ œb œ œ3
mar ry ing one









œœœ# œœœn œb œ
3˙̇
@
- - - - -
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œ œ œ œ œ
sign in set tling here?œœœ œœœœ œœœœ œœœœ






œ œ œ œ œ
3
How can you talk so!
∑
œœ œœ œœ œœ œœ
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But it is ve ry



















































œœ œœ œœœœnn œœ
œœ œœ
∑
œœœœ œœœœ œœœœ œœœœ œœœœ#
jœœ ..œœ
f
œ. œ. œ. œ. œ.




























187 œ œ. œn . œ.
as he comes!
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hand some as
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a ny of







œ œ œ œ
Bing ley may
œœ œœ ‰ Jœ
œ œœ
œ œ œ œ
like you the
œœ œœ ‰ Jœ
œ œœ
œ œ œ œ
best of the
œœ œœ ‰ Jœ
œ œœ
- -

































‰ œ œ Œ
œ œœ
.
œ œ œ œ3
flat ter me,œ œ œ œ
may like you
œ œ œ œœ œœ
3œœ Œ
œ œ œ
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..œœ Jœ
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211 œ œ œ
has fiveœ œ ‰ Jœ
par ty, For
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œ œ œ œ
hand some





œœn œ œœ œ
..œœn Jœ
œ œ œ œ
of her ownœ œ œ
a ny








































œ œ œ œ
pro per ty,
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œœ œ œœ œ
œœ œœ
œ œ œ œ
pro per ty,
œ œ œ œ
wo man has fiveœ œ œ œ
a ny of




œ œ œ œ œ
daugh ters she thinksœ œ œ
them




œ œ œ œ
no more of herœ œ œ
a ny

























































































si der yourœ œ œ
3
si der yourœ œ œ
3
si der yourœ œ œ
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deed you mustœ œ œ
3
deed you mustœ œ œ
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si ble!œ œ œ
si ble!œ œ œ
si ble!œ œ œ
si ble!œ œ œ
























243 œ œ œ
si ble243 ∑
∑
œ œ œ œ
for us to∑
∑
œ œ œ œ œ
vi sit him ifŒ œœœœ
Œ œœ
















œ œ œ œ œ œ œ
3 3
you can as sure him of myœ œ œ œ œ œ œ
3 3œœœ œœœ
œ œ œ œ œ œ
3
heart y con sent to hisœ œ œ œ œ œ
3œœœ œœœ
œ œ œ œn œ œ
3







of the girls,œœ œœœ#œœ œœ
- - - - - - - -

























œ œ œ œ œ œ
a good word for my
∑
∑
œ œ œ œ œ
lit tle Liz zy.
Œ ‰ œ œ
∑
œ Œ














œ œ œ œn .
3
Liz zy is notœœ œœ œœ œœnn .
3
œn œœ
œ œ œ œn
a bit bet terœœ œœ œœ œœnn
œ
œœ
œ œ œ> œn .
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œ œn œ œ œ œ3 3
half so hand some as Jane,
œ œn œ œ œ œ3 3
œ œ
œ Œ













œ œn œ œ
as Ly dia,˙̇
˙̇̇




























































































































œ œ œ œb œ








œ œ œ œ
Oth er girls,œ œ œ œ
Oth er girls,
œ œ œ œ
Oth er girls,
œ œ œ œ
Oth er girls,
œ œ œ œ
Oth er girls,
∑
œ œ œ œ























œ œ œ œb œ
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œ œ œ œ œ
3
How you a buse yourœ Œ
œœ œœ œœ œœ œœ
3œœ œœ
œ œ œ œ
chil dren
‰ Jœ œ œ
You mis take
œœ œœ œœ œœ œœœœ œœ
œn œ œ œ œ
3
You take de light inœ Œ
me,
œœnn œœ œœ œœ œœ
3
œœ œœnn œœ













295 œ œ œ œ3
vex ing me,
∑
295 œœœœ# œœ œœn œœœœn
3
œœbb@ œœ
œb œ .œ œb œ œ .œ œ


































































































‰ Jœb œb œb
You mis take







me,œ œb œb œb œ œ œ œœb œb
∑
∑
œb œ œb œ
how I suf fer,
∑




œb œœœ œn œœœ
œœbb œœbb
poco cresc.
poco a poco cresc.
Œ ‰ Jœ
of.œ œ œ œ





































œ œ œ œ
no use to us∑
œ œ œ œ
no use to usœ œ .œ œ
my hope you will




of.œ œ œ œ
if young men of
∑
.œ œ œ œ
if young men of∑
.œ œ œ œ
if young men ofœ œ œ œ
live to see young
œœ œœ œœ œœ
œœ œœ œœ œœœœnn Œ
œ œ œ œ
for tune come inœ œ œ œ
for tune come in
Œ ‰ Jœ
inœ œ œ œ
for tune come in∑
œ œ œ œ
for tune come inœ œ .œ œ
men of for tuneœœ œœ œœ œœ
œœ œœ œœ œœ
œœ Œ
poco cresc.
.œ œ œ œ
to the neigh bor.œ œ œ œ
to the neigh bor.œ œ œ œ
to the neigh bor.œ œ œ œ
to the neigh bor∑
.œ œ œ œ
to the neigh borœ œ œ œ
come in to theœœ œœ œœ œœ
œœ œœ œœ œœ
œœ Œ
poco cresc. œ œ œ œ
hood you will notœ œ œ œ
hood you will notœ œ œ œ
hood you will notœ œ œ œ
hood you will not‰ jœ œ œ
you will notœ œ œ œ
hood you will notœ œ .œ œ
neigh bor hood andœœ œœ œœ œœ




- - - -
- - - -
- - - -
- - - -
- --
- - - -





























318 œ̄ œ̄ œ̄ œ̄
vi sit them youœ̄ œ̄ œ̄ œ̄
vi sit them youœ̄ œ̄ œ̄ œ̄
vi sit them youœ̄ œ̄ œ̄ œ̄
vi sit them you
œ< œ< œ< œ<vi sit them youœ̄ œ̄ œ̄ œ̄
vi sit them you
œ œ œ̄ œ̄
if then twen ty
318
œœ œœ œœ œœ
œœ œœ œœ œœ
œœ Œ
œ̄ œ̄ œU
will not come!œ̄ œ̄ œU
will not come!œ̄ œ̄ œU




will not come!œ̄ œ̄ œU
will not come!
œ̄ œ̄ œU
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What good is˙
dear,
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there are twen ty
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dear Mis terœœœœ. Œ
œœœ. Œ
P
œ. œ. ‰ ‰ œ œ
Ben net! the ex
œ. œ. ‰ Œ
Ben net!
œ. œ. ‰ Œ
Ben net!
œ. œ. ‰ Œ
Ben net!










































œ œ .œ œ
three and twen ty
∑
∑













.œ œ œ .œ
in suf fi cient,
∑
..œœ œœ œœ ..œœ
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œ œ œ œ3
cha rac ter,œœ œœ œœ œœ
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œn œ œ œ œ œ
3
3
She was a wo man ofœn œ œ œ œ œ
3
3
She was a wo man ofœn œ œ œ œ œ
3
3
She was a wo man ofœn œ œ œ œ œ
3
3




œ œ œ œ œ
3
mean un der stand ing,
œ œ œ œ œ
3
mean un der stand ing,
œ œ œ œ œ
3
mean un der stand ing,
œ œ œ œ œ
3












- - - -
- - - -
- - - -
































the busi ness349 Œ œœœœn œœœœ
Œ œœ œœ
F
‰ œ œ œ
of her life
‰ œ œ œ
of her life
‰ œ œ œ
of her life
‰ œ œ œ
of her life














was toœœœœ œœœœn Œ
œœ œœnn Œ
Jœ. ‰ œ œ œ
3
get her daugh ters
Jœ. ‰ œ œ œ
3
get her daugh ters
Jœ. ‰ œ œ œ
3
get her daugh ters
Jœ. ‰ œ œ œ
3
get her daugh ters
Jœ. ‰ œ œ œ
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œ .œ œ œ jœ
œ
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œ œ œ œ œ œ œ œ
œ œœ œœ œ œœ œœ
œ .œ œ œ jœ
œ œœ œœ œ œœ œœ
œ .œ œ œ œ œ œ œ




















5 Œ . ‰ œ œ
Mis ter
Œ . ‰ œ œ
Mis ter
5 œ .œ œ œ œ œ
œ œœ œœ œ œœ œœ
F
F




œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
a mong the ear li est
œ œ œ œ œ œ
a mong the ear li est
‰ œ œ œ œ œ





‰ œ œ œ œ œ œ
œ œœ œœ œ œœ œœ
- - - - -







































œ œ œ œ œ œ
wait ed on Mis ter Bing
œ œ œ œ œ œ
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Œ .œ œ œ
Mis ter Bing
Œ .œ œ œ
Mis ter Bing
Œ .œ œ œ
Mis ter Bing
œ œ œ œ œ








œ .œ œ œ
ley, Mis ter Bing
œ .œ œ œ
ley, Mis ter Bing
œ .œ œ œ
ley, Mis ter Bing
œ œ œ œ œ










œ œ œ ‰ œœœ
œ œœ œœ jœ œœ
- - -
- - -
- - - -
- - - -





































13 œ jœ œ œ œ
He had al ways
œ jœ œ œ œ




13 ‰ œ œ œ œ œ
œ œœ œœ œ œœ œœ
F
œ œ œ œ œ œ
in tend ed to vi sit
œ œ œ œ œ œ




‰ œœ ‰ œœ





Œ .œ œ œ
But his wife
Œ .œ œ œ
But his wife
Œ .œ œ œ
But his wife
œ œ œ œ œ




œ Jœ œ œ œ
had no know ledge of
œ Jœ œ œ œ
had no know ledge of
œ Jœ œ œ œ
had no know ledge of
œ œ œ œ œ œ
œ œœ œœ œ
œœ œœ
- - - -
































œ œ œ ‰ œœœ
œ œœ œœ jœ œœ
F œ œ œ œ .œ œ





‰ œœ œœ ‰
œœ œœ
œ œœ œœ œ
œœ œœ
œ œ œ jœ œ
fol low ing man ner










œ œ œ œ œ Jœ œ
ser ving his se cond daugh ter∑
∑
∑
œ œ œ œ œ œ
œ œ œ œ œ œ
- - - -















trim ming a hat,
∑
21 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œb œ œ œ œ œ
he sud den ly ad dressed her
∑





œ ‰ Œ .
with,
Œ . Œ Jœ
I
œ œœb œœ œ œœ œœ
œb œœ œœ ‰ œœ œœ
F
∑
œ œ œ œ .œb œ
hope Mis ter Bing ley will
œ œœ œœ
œ œœ œœ
œ œœ œœ œ œœ œœ
















Jœ œ Jœ œ
like it, Liz zy.
25 œ œœ œœ œ œœ œœ
œ@ œœ œœ œ œœ œœ
∑
∑
œ œ œ œ œ œ
œ œ œ œ œ œ
F œb œ œ ‰ œ œ œ
We are not in a way∑
œœœb . œœœ. œœœ. œœœ. œœœ. œœœ.
.œ œ .œ œbp
œ œ œb œb œ. œ.
to know what Mis ter∑
œœœb . œœœ. œœœ. œœœ. œœœ. œœœ.
.œ œ .œ œ
œb . œ. œ. Œ .
Bing ley likes!∑
œœœb . œœœ. œœœ.
œœ. œœ. œœ.



















jœ@ œœb jœ œœ
cresc.
∑
œb . Jœb œ œ œ






‰ œœ œœ œœ ..œœ
‰ œœ œœ œœ ..œœ
f
F
œ œ œ œ œ œ
You for get mom ma,
∑
œ œ œ œ œ œ
œ œ œ œb œ œF
‰ œ œ œ Jœ




















35 Œ . Œ Jœ
Andœ œ œ œ œ œ
at the as sem blies,∑
35 ...œœœ ...œœœ
..œœ ..œœ
P œb œ œ œ .œ œ
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œb œ œ jœb œ
I do not be lieve∑
œb œœœb œœœ jœb œœœ
F
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Mis sus Long will do a ny




œœœb œœœ jœb œœœ







œ œ œ Jœ œb
She has two nie ces
œ œ œ Jœ œb
œ œœ œœ œ œœ œœ
œ œ jœ ‰
of her own,
œ œ jœ ‰






















œ œ œ œ. œ. œ. œ.






œœ œœ œ œœ œœ
cresc.
œ. œ. œ Jœb œ.
cri ti cal wo man,œœ. œœ. œœ J
œœbb œœ.
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œœœœ. ‰ Œ ‰
œœ. ‰ Œ ‰





















‰ œœ œœ œœ
œœbb œœ œœ
œ œ œ
F œ œ œ
and I am






































œ œ œ œ œ œ œ
not de pend on her ser vingœœ œœ œœ œœ œœ œœ œœ
œ jœn œ jœ
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œœ œœ œ œ œœ




œ œœ œœ œ œ œ








œ œœ œœ Œ .
















63 Jœ œ ‰ œ œ
Kit ty! Don't keep
∑
63 œ œœ œœ œ œ œ
œ œœ œœ œ œ œ
F
f œ œ œ ‰ œ œ
cough ing so! Have some
∑
œ œœ œœ œ œ œ
œ œœ œœ œ œ œ
œb œ œ œ œ ‰
com pas sion on my
∑
œ œœ œœ œ œ œ




œ œœ œœ œ œ œœ
œ œœ œœ œ œ œœ
∑
œ œ œ œ Jœ
Kit ty has no dis
œ œ œ œ Jœ
œ œœ œœ Jœ
œœœ
















œ œ œ Jœ œ
cre tion on her coughs,






œ œ œ œ ‰
she times them ill.œ œ œ œ ‰
œ œ œ œ ‰
∑
∑
œ œ œ œ Jœ œ
œ œ œ œ .œ &
P œ œn œ œ jœ
I do not cough for
∑
œ œ œ œ .œ
Œ . œ. œ. œ.
[Fretfully]
P
œ .œn œ jœn œ
my own a muse ment;
∑
œ œn œ œ .œ



















jœ œn œ œn œ
Liz zy, when is your
73 œ œn œ œ .œ
Œ . œn . œ. œ.
∑
œ .œn œn .œ
next ball to be?œn œ œ œn ....œœœœn
‰ œ ..œœn ?
∑













































œ. ‰ œ. ‰
Aye! Aye!
77 .œ œ œ œ œ œ œ
œ








.œ œ œ œ œ œ œ œ œ
Aye!
œ œ œ œ œ œ






œ. ‰ œ. ‰
Aye! Aye!
œ. ‰ œ. ‰
Aye! Aye!
œ. ‰ œ. ‰
Aye! Aye!
œ. ‰ œ. ‰
Aye! Aye!
œ. ‰ œ. ‰
Aye! Aye!
∑
.œ œ œ œ œ œ œ
œ
œ œ œ œ œ œ
.œ œ œ œ œ œ œ œ œ
Aye!
.œ œ œ œ œ œ œ œ œ
Aye!
.œ œ œ œ œ œ œ œ œ
Aye!
.œ œ œ œ œ œ œ œ œ
Aye!
.œ œ œ œ œ œ œ œ œ
Aye!
∑

















œ. ‰ œ. ‰
Aye! Aye!
81 ...œœœ ...œœœ
œ œ œ œ œ œ
[Mockingly]
∑




œ œ œ œ œ œ
[Increasingly more worried]œ. ‰ œ. ‰
Aye! Aye!
∑
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ
œ































85 œ. ‰ œ. ‰
Aye! Aye!
œ. ‰ œ. ‰
Aye! Aye!
œ. ‰ œ. ‰
Aye! Aye!
œ. ‰ œ. ‰
Aye! Aye!
œ. ‰ œ. ‰
Aye! Aye!
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Aye!
.œ œ œ œ œ œ œ œ œ
Aye!
.œ œ œ œ œ œ œ œ œ
Aye!
.œ œ œ œ œ œ œ œ œ
Aye!
.œ œ œ œ œ œ œ œ œ
Aye!œœœ J
œœœ ...œœœ
























œ. ‰ œ. ‰
Aye! Aye!
87 œœœb œ œ œ œœœ œœœ œ œ œ œœœ





.œ œ œ œ œ œ œ œ œ
Aye!
œœœœ œœœœ œœœœ œœœœ ‰




œ œ œ œ œ œ




‰ œ œ .œ œ œ
She has gone to her
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She has gone to her
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‰ jœ œ œ œ
It takes a fort
‰ jœ œ œ œ
It takes a fort
‰ jœ œ œ œ
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night to jour ney home,
.œ œ œ œ œ œ
night to jour ney home,
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95 œ œ œ
No one will
95 œœœœ œœ œœœœ œœ œœœœ œœ
œœ œœ œœ
f
f œ œ œ œ
in tro duce theœœœœ
œœ œœœœ œœ œœœœ œœ
œœ œœ œœ
˙ ‰ Jœ



















































œ Jœ œ Jœ
take it on my
œœ œ œ œœ œ œ
.œ .œ
f œ .œn œ œ Jœ







.œn œ œ .œ
pos si ble!
∑
...œœœnn œœ œœ œœ
..œœn ..œœn
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What can
108 œœ œœ œœ ..œœ
œœ@ œœ œœ ..œœ
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œ œ œ jœ œ




œ œ œ œ œ œ
that em pha tic ex cla
‰ œœœ ‰ œœœ
Jœ œœ jœ œœ




œ .œ œ œ .œ œ
Do you con si der the
...œœœ ...œœœ
œ œœ œœ œ
œœ œœ

















œ œ œ œ œ œ œ œ
forms of in tro duc tion as im
113 ...œœœ ...œœœ
œ œœ œœ œ
œœ œœ
∑
œ œ œ .œ
pos si ble?
...œœœ Œ .
œ œœ œœ œ
œœ œœ
œ jœ. Œ Jœ




œ œœ œœ jœ œœ
[Emphatically]
cresc.
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122 Œ . ‰ œ œ
She is
Œ . ‰ œ œ
She is
Œ . ‰ œ œ
She is
Œ . ‰ œ œ
She is














œ. Jœ œ œ œ œ
sick of Mis ter Bing ley!
œ. jœ œ œ œ œ
sick of Mis ter Bing ley!œ. Jœ œ œ œ œ
sick of Mis ter Bing ley!
œ. jœ œ œ œ œ
sick of Mis ter Bing ley!
œ. jœ œ œ œn œ































































128 œ œ œ œ œ œ œ œ
why did you not tell me be
128 œ œ œ œ jœœ œœ
œ@
œ œ œ œ œ
leggiero
.œ Jœ ‰ ‰
fore?
œ œ œ .œ œ œ.˙
œ œ œ œ œ œ
P
œn œ œ œ Jœ
If I had known as
œœn œn œœ œœœ
...œœœnnn ...œœœ
œ Jœ œ œ œ
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cer tain ly would not have




œ œ œ œ
f
œ œ œ Œ .
called on him,
œ œ
œ œ œ œ œ œ
œ œ
œ Jœ œ œ œ
This is ve ry un
...œœœ ...œœœ
.œ .œ
Jœ œ œ Jœ
luck y, but
...œœœ œœ œ œ
œœœ œ œ œ œ .œ
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œn .œ œ œ œ œ
paid him a vi sit
œœœnn .œ œ œ œ œ
..œœnn ..œœn
œb œ œb Jœ œa
we can not es capeœœœœbbb œœ œœb
jœœ œœaa...œœœbbb ‰ œœœn
f œn œ œ œ .œbthe ac quain tance now!
œn œ œ œ ....œœœœbbb
...œœœbbb ..œœb








140 œœœœbbb œœ œœb
jœœ œœaa...œœœbbb ‰ œœœn
œn œ œ œ ....œœœœbbb
...œœœbbb œœb œœ œœ
∑
œ œœ œœ œ œœ œœ
P
∑
œ œœ œœ œ œœ œœ
œ .œ œ œ Jœ
























145 œ œ œ œ œ œ œ œ
œ@ œœ œœ œ œœ œœ
∑
∑
œ .œ œ œ Jœ
œ œœ œœ œ œœ œœ
∑
∑
œ .œ œ œ œ œ œ œ
œ œœ œœ œ œœ œœ
Œ . ‰ œ œ
The asŒ . ‰ œ œ
The asœ .œ œ œ œ œ




to nish mentœ œ œ
to nish ment
œ œ œ œ œ œ




















150 œ œ œ œ œ œ
of the la dies was just
œ œ œ œ œ œ
of the la dies was just
150 ‰ œ œ œ œ œ
œ@ œœ œœ œ œœ œœ
œ œ œ œ ‰
what he wished,
œ œ œ œ ‰
what he wished,
‰ œ œ œ œ œ œ
œ œœ œœ œ œœ œœ
œ œ œ œ œ œ œ
that of Mis sus Ben net sur
œ œ œ œ œ œ œ
that of Mis sus Ben net sur
‰ œœ ‰ œœ
œ œœ œœ œ œœ œœ
œ œ œ œ .œ
pass ing the rest,
œ œ œ œ .œ




œ œœ œœ œ œœ œœ
- - - - -






























154 .œ œ œ œ
Mis sus Ben net,.œ œ œ œ
Mis sus Ben net,
.œ œ œ œ
Mis sus Ben net,
∑
154 œœ œœ œœ




.œ œ œ œ
Mis sus Ben net!.œ œ œ œ
Mis sus Ben net!
.œ œ œ œ
Mis sus Ben net!
∑
œœ œœ œœ




œ .œ œ œ Jœ
How good of you, myœœ ..œœ œœ œœ J
œœ








œ œ œ œ œ œ
dear Mis ter Ben net,œœ œœ œœ œœ œœ œœ
œ œœœ œœœ œ œœ œœ
- - - -
- - - -
































œ œ œ œ Jœ
you love your girls too
158 œœ œœ œœ œœ J
œœ
















œ .œ œ œ Jœ
How pleased I am andœœœ ...œœœ
œœ œœ J
œœ
œ œœœ œœœ œ
œœœ œœœ
Œ . ‰ ‰ Jœ
and
Œ . ‰ ‰ Jœ
and
Œ . ‰ ‰ Jœ
and
Œ . ‰ ‰ Jœ
and
Œ . ‰ ‰ Jœ
and
œ œ œ œ œ. œ. œ. œ. œ. œ.
such a good joke, Ha ha ha ha ha ha!
œœœœ œœœ œœ œœœœ œœœœ œœœ































162 œ œ œ œ œ. œ. œ. œ. œ. œ.
such a good joke, Ha ha ha ha ha ha!
œ œ œ œ œ. œ. œ. œ. œ. œ.
such a good joke, Ha ha ha ha ha ha!
œ œ œ œ œ. œ. œ. œ. œ. œ.
such a good joke, Ha ha ha ha ha ha!
œ œ œ œ œ. œ. œ. œ. œ. œ.
such a good joke, Ha ha ha ha ha ha!
œ œ œ œ œ. œ. œ. œ. œ. œ.
such a good joke, Ha ha ha ha ha ha!











œ œb œ .œ œ œ
you should have gone this mornœœ œœbb œœ ..œœ œœ œœ
















œ œ .œ œ œ
nev er said a wordœœ œœ ..œœ œœ œœ
































œœ œœ œ œœ œœ
Œ . œ. œ. œ. œ. œ. œ.
Ha ha ha ha ha ha∑
œ. œ. œ. œ. œ. œ. Œ .




Œ . œ. œ. œ. œ. œ. œ.
Ha ha ha ha ha haœ. œ. œ. œ. œ. œ. Œ .






























169 œ œ œ




Œ . œ. œ. œ. œ. œ. œ.
Ha ha ha ha ha haœ. œ. œn . œ. œ. œ. ‰ . œ. œ. œ.
Ha ha ha ha ha ha Ha ha haœ œ œ
Now Kit ty
169 œœœœ œœœ œœ œœœœ œœœ œœ







you may cough,.œ Jœ œ
you may cough,
Œ . ‰ œ. œ. œ. œ.
Ha ha ha ha∑
œ. œ. œn . œ. ‰ Œ .
ha ha ha
œ. œ. œ. œ. ‰ œ. œ. œ. œ. œ. œ.
ha ha ha ha Ha ha ha ha ha ha,.œ Jœ œ
you may cough,œœœœ œœœ œœ œœœœ œœœ œœ
œ œœœ œœœ œ
œœœ œœœ
P
œ œ œ œ œ œ
as much as you please.
œ œ œ œ œ œ
as much as you please.
œ. œ. ‰ ‰ Œ .
ha haŒ . ‰ œ. œ. œ. œ.
Ha ha ha ha‰ œ œ Œ .
[Cough] [Cough]
Œ . œ. œ. œ. œ. œ. œ.
Ha ha ha ha ha haœ œ œ œ œ œ
as much as you please.






































œ. œ. ‰ ‰ Œ .
ha ha
‰ œ œ Œ .
[Cough] [Cough]
Œ . œ. œ. œn . œ. œ. œ.
Ha ha ha ha ha ha.œ Œ .








œ. œ. œb . œn . œ. œ Œ .
Ha ha ha ha ha ha
‰ . œ. œ. œ. ‰ œ œ
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œ .œ œ œ œ œ œ œ
How will you e ver make a mends,












œ œ œ œ Œ .
For his kind ness,
œ œ œ œ Œ .
For his kind ness,
œ œ œ œ Œ .
For his kind ness,
œ œ œ œ Œ .
For his kind ness,
œ œ œb œn Œ .
For his kind ness,
Œ . œ œ œ œ


















































œ œ œ œ œ









































.œ Jœ œ œ
e qual ly well
....˙˙˙̇n .˙n
∑


















































































































































































cresc. con accel. fino alla fine
cresc. con accel. fino alla fine
cresc. con accel. fino alla fine
cresc. con accel. fino alla fine
cresc. con accel. fino alla fine
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Œ ‰ jœœœœnn ‰
jœœœœ
œ œœ œœ
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10 œ œ œ œ œœ
œ œœ œœ
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16 œ œ œ œNo thing could be˙ Œ








œ œ œ œ œ œ
de light ful than be ing
œœ- œ œœ- œ œœ- œ œ œ œ œ
œ œœ œœ œ œœ
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19 œœ œœ œœ
œœ œœ œœ
œ œœ œœ
œ ˙ Œ œ œ
sem bly, For to
Ó ‰ Jœ œ œ
As sem bly,œœ œœ ‰ J
œœ œœ œœ œœ œœ
œ œœ œœ œ œœ
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22 œ œ œof dancŒ œ œ
of danc




œ œ œ œ œ œ œ œn œ œœ œ œ œ œ œ œ œ œ œ
œœœ œœœ œœ œœ œœ œœ œœ œœn œœ œœœ
œ œœ œœ ..œœnn
jœœ





- - - - - -
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œ œ ˙cer tain ty
œœœ œ ˙̇̇
œ œœ œœ
œ œ œt'ward fallŒ œ œ
t'ward fall
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28 œ œ œ œ œœ œ œ œ œ








œ ˙in love!œ ˙




- - - - -
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34 œ œ œ œ œ œ œ œ
ter Bing ley was good look ing
∑






œ œ œ œ œ
3
and gen tle man
∑
‰ œœœ ‰ œœœ ‰ œœœ ‰ œœœ





‰ œœœ ‰ œœœ ‰ œœœ ‰ œœœ
œœn œœ œœ œœ
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œ œn œ œ œ œ œ œ
3
had a plea sant coun te
37 ‰ œœœnn ‰ œœœ ‰ œœœ ‰ œœœ
œœnn œœ œœ œœ
Œ œ œ œ
and ea sy˙ Ó
nance,
‰ œœœn# ‰ œœœ ‰ œœœ ‰ œœœ
œœn œœ œœ œœ
œ œn œ œ œ
3
un af fect ed∑
‰ œœœn ‰ œœœ ‰ œœœ ‰ œœœ
œœ œœ œœ œœ
-
- - - -
- -
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40 ˙n .œn ‰
man ners,∑




‰ œn œn œ œ œ œ
He was live ly,
œn œb œn œ œb œ œb œ œ œ œ œ œ œ œ œ
‰ jœœœnbb œœœ ‰




œœaa œœ œœaa œœ
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œ œn œœaa œœ œœaa œœ
‰ jœœœnbb œœœ Ó.œn Jœb ˙b
∑
Ó Œ œ
Dancedœœœœ œœœœ œœœ œœœœ œœœœ
œ œœœ œœœ œœœ
Ó Œ œ
Spokeœ œ œ œ Ó
ev 'ry dance,œœœœ œœœœ œœœ œœœœ Œ
œœœœ
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46 œ œ œ œ œ œ œ
of him self giv ing
∑
46
œœœœ œœœœ œœœ œœœœ œœœœ
œœœœ
œ œœœ œœœ œœœ
œ œ œ œ œ œ
3
a ball his own
Ó Œ œ




œ œ œ œ œ œ
at Ne ther field,œ œ œ œ œ œ œ œ œ
3
ball of his own at Ne ther field,œœœ œœ ˙̇˙˙
œœ œœ œ̇ œ œ œ
- - - -
- -


















49 ‰ jœ œ œ œ œ œ œ
What a con trast
‰ jœ œ œ œ œ œ œ






jœœ œœ œœ œœ
œœ
œ œ œ œ Jœ ‰ œ œ œ
3
be tween him and his
œ œ œ œ Jœ ‰ œ œ œ
3





friend,œ .œ œ œ œ œ

























Jœ ‰ Œ Œ
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œ œ œ œ œ
cha rac ter was
∑
Œ œœœœ œ œœœœ œœœœ
œ ˙̇ œœ
œ œ œ œ
de ci ded,
∑
œœœœ œœœœ œœœœ œœœœ
œ ˙̇ œœ























œ œ œ œ œ
3
dis co vered to































œœœœ œ œ œ œ# œ# œ
œ ˙̇# œœ
Œ œ œ œ œ œ
3
To be a bove his
∑
œœœœ# œœœœn œœœœ œœ




















Œ œ œ œ œ œ
3
And be a boveœœœœ# œœœœn œœœœ œœ
œœœ# œœœn œœœ œœ
∑
œ œ œ œ œ Œ
be ing pleased,



















66 Ó Œ ‰ Jœ
And
Ó Œ ‰ Jœ
And
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œ. Œ œ œ œ œ œ
5
not! all his large es tate
œ. Œ œ œ œ œ œ
5
not! all his large es tate
œœœœ Œ Ó
œ œ œ œ œ œ œ œ œ œ œ œ3 3 3 3˙̇ Ó
ß
œ œ œ œ œ
3
could save him from
œ œ œ œ œ
3
could save him from
œœœœœ Œ Ó



























69 œ œ Œ Œ
3
ha vingœ œ œ œ
3
ha ving a most
69 œœœœ Œ Œ
œœ@ œ






.œb Jœ œ œ œ
3
dis a gree a ble,
œœœœœb Œ Œ
œœb œ œ œ œ œ œ œ œb
3 3 3
ß
‰ œ ‰ œ ‰ œb ‰ œ
for bid ding coun∑
œœœœb Œ Ó
œœ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
ß- - - - -















72 œ œb .œb ‰
te nance,∑
œ œb .œb ‰
coun te nance,
72 œœœœbb Œ Ó
œœb@
œb œb œ œ œ œ œ œ œ œ œ




Ó ‰ jœ œ
Un wor‰ jœ œ ˙
Un wor thy
wœ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3œœ Œ Óß
∑
.˙ œ œ œ
3
thy to be comœ œ œ œ œ œ
3
to be com pared with
wœ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3œœ Œ Óß















75 œ œ œ œ œ œ
pared with hisœ œ œ œ œ
his friend,
75 œœœ œ œ œ œ œ œ œ œ œ œ œ
3
3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ3 3 3 3w
œ œ œ Jœ œ Jœ
friend,œ œ œb Jœ œ Jœ
œœœœb œœ œœœœ œœ œœœœ œœ œœœœ œœ
œ œ œ œ œ œ œ œ œ œ œ œ3 3 3 3w
œ œ œ œ œ
œ œ œ œ œ
œœœœ œœ œœœœ œœ œœœœ œœ œœœœ œœ
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
ƒ
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œœ@
œœ œœ œœ œœ œœ œœ œœ œœ œœ œœ œœ
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81 œœœœb œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
œœ
@
œ œ œœ œ œ œœ œ œ œœ œ œ
3 3 3 3
F leggiero
œœœœbb œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
œœb œb œb œ œ œ œ œ œ œ œ œ
3 3 3 3
œœœœb œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
œœ œ œ œœ œ œ œœ œ œ œœ œ œ








84 œœœœbb œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
œœb
@
œb œb œ œ œ œ œ œ œ œ œ
3 3 3 3
œœ œœ œœ œœ œœ œœ œœ œœ
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
P
œœb œœ œœ œœ œœ œœ œœ œœ
œb œb œb œ œ œ œ œ œ œ œ œ








87 œœ œœ œœ œœ œœ œœ œœ œœ
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œœ œœ œœ œœ œœ œœ œœ œœ
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
p œœ œœ œœ œœ œœ œœ œœ œœ
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3
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Elizabeth Bennet Had Been Obliged
œ œ ˙ œ œ ‰ jœ œ œ œ
li za beth Ben net had been o bliged˙ rœœ ≈ ‰ Œ Rœœ ≈ ‰ Œ
œœ
Ó Rœœ ≈ ‰ Œ R
œœ ≈ ‰ Œ œœ
œ œ œ œ œ œ .œ
jœ œ
for lack of men to sit down for twoœœ rœœ ≈ ‰ œœ œ Œ ˙̇
œœ R
œœœ ≈ ‰ œœ œœ Œ ˙̇

















œ œ ˙ Œ œ œ
danc es Mis ter
∑ Œ œ œ
Mis ter




œ œ ˙ œ œ ‰ jœ ˙
Bing ley came to press his friend,œ œ ˙ œ œ ‰ Jœ ˙
Bing ley came to press his friend,œœ œœ œœ ≈ œœœ Ó R
œœœ ≈ ‰ Œ R
œœœœ ≈ ‰
œœ œœ œœ ≈ œœœ Ó rœœb ≈ ‰ Œ rœœœ ≈ ‰
œ œ œ œ œ œ œ Œ œ œ œ3
stand ing near e nough to her, to join him
œ œ œ œ œ œ œ Œ œ œ œ
3
stand ing near e nough to her, to join him
œœ œœ Œ J
œœœ ‰ œœ œœ ‰ ...œœœ
œœ œœ Œ jœœ
‰ œœ œœ ‰ ...œœœ
- - - - -
































œœœœ œ œ œ œ œ
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œ œ œ œ ‰ J
œœœœ œœœœ Œ
œœœ Œ3
œ œ œ œ œ œœœ œœœ Œ œœœ Œ3











99 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
3
Dar cy, you must not stand a bout in this stu pid man ner,
99
R
œœœ ≈ ‰ œœœ œœ Œ œœœ œœœ œœ Ó œœ œ œ
3
rœœœ@ ≈ ‰
œœ œœ Œ œœ œœ œœ Ó œœ œ œ
3
≈ œ œ œ œ ˙ œ œ œ œ œ




˙̇ Œ œœ Œ ˙̇& ?












101 œ œ ˙ ∑
Dar cy!
Ó Œ œ œ œ œ œ. œ. ‰ Jœ
3
I cer tain ly shall not! You
101 œœœœ œœœœ Œ





œœœ Œ ˙̇ œœ œœ œœ
œœ . œœ .3
S f π
∑
œ œ œ œ œ œ œ œ œ œ œ œ œ œ3
3
are danc ing with the on ly hand some girl in the room,
œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœ
3 3













103 Œ œb .œ Jœ œ œ œ œ
3
She is the most beau ti ful
103 Œ œœœœbb ....œœœœ J
œœœœ œœœœ œœœœ œœœœ œœœœ
3
.œ jœb œ œ œ œ3˙̇ w
œ# œ# œ# œ# œ ˙ œ
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held! But look
105 Œ ‰ jœœ œœ œœ





œ ‰ ≈ rœ œ .œ œ œ œ œ Jœ ‰ œ œ œ
3
there, be hind you, one of her sis ters, ra ther pre
Œ R
œœœ ≈ ‰ ‰ R
œœœ ≈ Œ œœœn œœœ œœœbb
Œ R
œœœ ≈ ‰ ‰ Rœœn ≈ Œ œœœ œœœ
œœœ












107 ˙ œ œ œ œ œ œ œ œ œ œ
3
ty, let me ask my part ner to in tro
∑
107 rœœœ ≈ ‰ R
œœ ≈ ‰ Œ œœœ







œœœ ≈ ‰ Œ œœœ œœ œœ œœ œœ œœ
3
œ ˙ Ó Œ œ œ
duce you, Ve ry
Ó ˙ œ œ œ œ œ œ
She is to le ra ble,
œœœœ œœœœ ˙̇ œœ Œ œ œ œ œ
œœ
















109 œ œ œ œ œ œ ˙ Ó Œ
a gree a ble,
Ó Œ œ œ œ œ œ œ œ .œ
5
But not hand some e nough to tempt
109 œ œ œ œ œ œ
œ œ œ Œ ˙˙ œœ? &
œœ ..œœ œ œ Œ ˙̇̇ œœœ
F π
Ó œ .œ œ Ó Œ
Dar cy!
˙ Ó œ .œ œ œ œ œ
me, Bing ley: I am in no
Œ œœ Œ rœœ ≈ ‰ Œ œ œ œ œ œ œ œ œ
Œ œœœ Œ R
œœ ≈ ‰ Œ ˙̇
- - -
- - - -
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3
hu mor to give con se quence to la dies





œ œ œ œ œ .œ jœ œ# Œ
3
who are slight ed by oth er men,
œœœœ œ œ œ Œ œ. œœœœ## Œ
3
œœ œ# œ œ Œ œœ . œœœ Œ
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113 Œ œ œ# œ œ œ# œ œn Œ ‰ jœ
Re turn to your part ner, En
113 œœœœ# Œ Œ Œ Œ œœœn# . Œ
∑
œ œ œn Œ ‰ Jœb œ œ œ œ œ
3
joy her smiles, for you are wast ing your
Ó œœœn . œœœ#b . ∑
∑
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‰ œ œb ˙ Ó
time with me!
115 ‰ jœ Œ œ œœœb ˙̇ œœ ‰ jœ
Œ œ œ ‰ jœ ˙ Ó
∑
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120 .œ œ œ œ
Liz zy told the
∑
120 œ œ œ œ œ œ
œ-@
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spi rit!
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œ .œ œ œ œ
For she de light ed
œœ ..œœ œœ œœ œœ
For she de light ed
Œ ...œœœ œœœ œœœ
œ œœ œœ
Œ .œ œn .œ œ œ œ œ
3
A ny thing ri di cu lous!
œ .œ œn .œ œ œ œ œ
3
in a ny thing ri di cu lous!
œœ .œn œ .œ œ œ œ œ
3
in a ny thing ri di cu lous!
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˙ œ œ œ œ
just to le ra ble
∑




Œ œ œ œ œ œ3
Could it not be a..œœ œœ ˙̇
œ-
œœ œœ
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I beg you, do not
œ œ œ ˙3
lit tle mis take?




œ .œ œ œ œ œ œ œ3
3
put in to Liz zy's head
∑
œœ œœ œœ œœ œœ œœ
œ œœ œœ
œ œ œ œ œ œ3
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5
ill treat ment,
œ œ œ œ œ œ
5
I wish he had danced with
∑
135 œœ œœ œœ
œ œœœ œœœ
œ œ œ œ œ œ œ œ
5
Such a dis a gree a ble man,
œ œ œ ˙
Liz zie!
œ œ œ œ œ œ
5
Miss Bing ley told me,
œœ œœ œœ
œ œœœ œœœ
Jœ ‰ œ œ œ œ œ œ
3
I would not dance with him
∑
œ œ œ œ œ œ œ
3 3
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if I were you.
∑
œ œ œ ˙3
gree a ble,
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I may safe ly pro mise you,
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ne ver to dance with him
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œœœ œœ Œ
œœ
Ó Œ ‰ jœ
With
∑
Ó Œ ‰ jœ
With
Ó Œ ‰ jœ
With
Ó Œ ‰ jœ
With...˙̇̇ Œ
....˙˙˙̇ Œ
[A capella]Adagio œ œ œ œ œ œ ‰ jœ
3
fam' ly and for tune and
œ œ œ œ œ œ Œ
3
Fam' ly and for tune
œ œ œ œ œ œ ‰ jœ
3
fam' ly and for tune and
œ œ œ œ œ œ ‰ jœ
3
fam' ly and for tune and
œ œ œ œ œ œ ‰ jœ
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3
ev ry thing in his fa vor,
œ œ œ œ œ œ œ œ œ
3
ev ry thing in his fa vor,
œ œ œ œ œ œ œ œ œ
3
ev ry thing in his fa vor,
∑
œ œ œ œ œ œ œ œ œ
3
ev ry thing in his fa vor,
œ
@
œ œ œœ œœ œœ œœ œœ œœ3
ev ry thing in his fa vor,
œ. Œ ≈ œ œ œ œ œ œ
Such! a dis a gree a ble
∑
Œ œ œ œ œ œ œ œ
3
He has a right to be
∑
Œ œ œ œ œ œ œ œ
3
He has a right to be
Œ œ œœ œœ œœ œœ œœ œœ
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is a ve ry
147 œœœœ ....œœœœ œœœœ œœœœ œœœœ
œ œ œ œ œ œ œ œ
Andante ...œœœn jœœœn œœœ œœœ
Com mon fai ling!
.œn Jœ œ œ







Ó Œ œœœ œœœ
Are par
œ œ œ œ œ œ
Hu man beings are par
œœœœ œœœœ œœœœ œœœœ
œ œ œ œ œ œ œ œ
- - - - -
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150 ...œœœn œœœ œœœ œœœ ...œœœn œœœ œœœ
ti cu lar ly prone to it!
∑
.œn œ œ œ .œ œ œ
ti cu lar ly prone to it!
150 œœœœnn œœœœ œœœœ ...œœœ œœœœ œœœ
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œœœ Œ Ó
Ó œ œ œ œ œ
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he had not! Wound ed mine!
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eve ning al to




œ œ .œ Jœ
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œ œ œœ
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plea sant ly, ve
œ œ œœ
œ œœ œœ
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had seen her el
162 œœ œœ ˙̇
œ œœ œœ
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Mis ter Bing ley danced
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168 Ó ‰ Jœ
E
œ œ œ œ œ œn
3
in a qui et er way,
168 œ œ œ œ œ œ
3
œ@ œœ œœ
œ œ œ ˙
3
li ze beth felt
∑
œ œ œ œ œ œ
3
œ œœ œœ
œ œ œ œ œ
Jane's plea sure,
∑
œ œ œ œ œ œ
œ œœ œ œ
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Ma ry was men tioned
∑
171 œœnn œœnn œœ œœ
œn œn œ œ œ œ
œ œ œ œ œ




œn œn œ œ œ œ
˙ Œ
œ œn œ œ œ œ œ œ
3
Ca the rine and Ly di aœœ œœ œœnn
œœ
œ œn œ œ œ
- - - -
- - - -
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were ne ver
174 œœ œœ œœnn
œœ œœ
œ@
œn œ œ œ
œ œ œ œ œ œ3
with out part ners,
œœ œœn œœ œœ œœ
œ œ œ
Œ œ œ œ œ œ œ
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7
prin ci ple in ha bi tants.
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Ped. with impressionistic blur








































10 œœœ ˙̇̇b Œ
˙ ˙
œ œ œ œ œ
He is just what a
Œ ˙̇ œœ
˙ ˙
He is Just What a Young Man Ought to Be
œ œ .œ jœ
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19 œ œ œ ˙
hand some, And
19 œœœ œœœ œœœ ˙̇̇̇
œ œ œ ˙
œ œ œ œ œ œ
3
there by his cha rac ter
œœœ œœœ œœœ œœœ œœœ œœœ
3œ œ œ œ œ œ
3
œ œ œ œ
is com plete!
œœœ œœœ œœœ œœœ
œ œ œ œ
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what a young man
25
œœœ Œ Œ œ
œœœ@
Œ ˙&
Ped. with impressionistic blur
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young man have?
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34 Œ œ œ œ œ
5
to like peo ple,
Œ œ œ œ œ
5
to like peo ple,




œ œ œ œ
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˙ œ œ œ3
You ne ver
œ Œ Ó
˙̇̇̇ œœœœ œœœœ œœœœ
3
˙ ˙̇
œ œ œ œ œ œ œ œ œ
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Well, he
∑
37 œœœœ œ œ œ ˙̇̇̇ Œ
œœ
˙̇̇ Œ
œ œ œb œ œ œ
3
is cer tain ly
∑
˙̇b œœœœb œœœœ œœœœ œœœœ
3
˙̇b ˙̇
œ œ œb œ œ œ œ
a gree a ble, I give
œb œ œ œ œ ˙
A gree a ble!
œœœb œœb œœ ‰ ˙̇̇̇
˙̇bb ˙̇nn
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you leave
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3 3
have liked ma ny a stu pid er
∑
43 ‰ œœœœ ‰ œ ‰ œ ‰ œ
œœ@






‰ œœœœ ‰ œœœ ‰ œœœ ‰ œœœ
œœ
œœœ œ ‰ œ ‰ œ ‰ &
ƒ p
∑
œ œ œ .œ ‰
Liz zie,
‰ ˙ œ ‰
˙ ˙ ?
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I would not wish
46 www
ww
Ó œ œ œ œ
To take the good
œ œ œ œ .œ jœ
to be has ty in
˙̇̇ œœœ œœœ œœœ œœœœ
˙˙ œ œ œ œ
.œ jœ œ œ œ œ3
in a ny one
jœ ‰ œ œ œ œ œ œ œ
3 3
cen sor ing a ny one,
œœœ œ œ œœœ œ œ œœœ œ œ œœœ œ œ
3 3 3 3œ œ œb œ















49 œ œ œ œ œ œ Œ3
and make it bet ter,
œ Œ Ó
49 œœœœb œœ œœ œœœœ





Jœ œœœbb œœœ œ
3
œ œ œ œ œ œ œ
5
Say no thing of the bad,
Œ œ œ œ œ œ œ
5
No thing of the bad,˙̇
œ œ œ œ
˙ œb œ œ
œ
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to you
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œ œ œ œ
Allegretto
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of the
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œ œ œ œ
œ Œ œ œ
Cath' rine,
œ œ œ .œ œ œ œ œ œ
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Ly dia, had





œ œ œ œ
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minds more va cant than their sis
œœ œ œ œ œ œ œ
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one fine
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65 Œ .œ œ .œ œ œ
œ@
œ œ œ
œ Œ œ œ œ
to their ef
Ó œœ œœ œœ
to their ef
œ Œ œ œ œ
to their efœ œ œ .œ œ œ œ œ œ
3 3
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68 œ œ œ œ Jœ œ Jœ ˙
Mis ter Ben net cool ly ob served;
œœ œœ œœ œœ
jœœ œœ
jœœ ˙̇
Mis ter Ben net cool ly ob served;
œ œ œ œ jœ œ Jœ ˙
Mis ter Ben net cool ly ob served;
∑
68 œœ
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You must be
∑ ?
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two of the
71 Œ œœœ Œ œœœ.
˙ ˙
œ œ œ œ œ œ
sil li est girls in the
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I have sus





Œ œœœ Œ œœœ.
˙ ˙
œ œ œ œ œ œ
some time but now I am
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I am a
∑
œœœ œœ œœ œœ&
Œ œ œ œ
œ œ œ ˙
3
sto nished, my dear,
∑
Œ œœœ œœœ œœœ œœœ























œ œ œ œ
œ œ œ œ œ Œ
3
think your own chil dren
∑
Œ œœœ œœœ œœœ œœœ




Œ œœœbb œœœ œœœ œœœb
œb œb œb œ
Ó Ó Œ
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sil ly,˙̇̇̇n Ó Œ
˙̇ Ó Œ
œ Œ œ Jœ ‰ œ œ
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Yes! But as it




œb œ Jœ ‰ œ ‰ jœ œ œ œ
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91 œ œ .œ œ œ œ œ œ.




Œ œ œ œb œ œ œ œ. œ. œ
3
œ œ œ œ œb œ œ ˙
3
This is
Œ œ œ >̇ œ
œ œ ˙ œ
œ Œ œ .œ œ œ œ
ve ry cle ver,
œ œN œ œ .˙
3
the on ly point
Œ .œ œ .œ œ œ œ
œ œ ˙ œ















94 œ œ. ‰ Jœ .˙
œ œ .œ Jœ œ
on which we do




.-̇ Œ œ œ œ
3
all of them
œ œ .œ Jœ œ
not a gree, we
œ œ œ .œ œ œ œ œ œ œ
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96 œ .œ œ .œ œ- Œ œ-
ve ry ve ry cle ver!
œ Œ œ ˙
do not a





œ ˙ œ œ
Œ œ. ≈ œ. ≈ œ- Ó
cle ver!˙ Ó Œ
gree!
˙ ..˙̇
œ œ ˙ œ
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F .œ jœ ˙
Ben net
Œ œ œ œ> œ
œ œ œ œ
Allegretto
œ Œ œ œ
was pre
Œ .œ œ .œ œ œ















102 .œ jœ ˙
vent ed




œ Œ œ œ
from re
œ œ œ .œ œ œ œ œ œ
3 3
œ œ œ œ
.œ jœ ˙
ply ing
Œ œ œ œ œ œ œ œ œ
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by a note de li vered for Miss Ben net.
105 œœ









œœ ˙̇̇̇# œ œ œ œ
œ œ ...˙̇̇#
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Œ œ œ œ œ œ
who is it from?
Ó œ œ œ
Who is it















108 œ œ œb œ œ œ
What's it a bout?
œ Œ œ œœœ œœœbb
from? What's it a





œn œn œ œ œ œ
What does it say?
œœœN#n Œ œ œœœn œœœ
bout? What does it
œœœœ## œ œ œ œ œ œ œ œ œœœœn




œ œ œ Jœ ‰ Œ
Make haste and
œœœn Œ œ œœœ œœœb
say? Make haste and
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Tell us!
‰ J













Ó Œ ‰ jœ
Missœb œ œ œ œ œ Jœ ‰
œ œ œ œ œ œ Jœ ‰ &
rit. ∑
∑
œ œ œ œ œ ‰ jœ
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114 œ œ œ œ œ ‰ jœ
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I dine with her to
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œ œ œn Œ œb œ œb œ
3
Din ing out? This is ve ry
œ Œ Ó
œ œ œn œœœb Ó
œ œ œn œœœb Ó
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Andante œn œ œb œ Œ ˙
3
No, my dear! You
œ Œ Ó Œ
œn œ œb ..˙̇b Œ
3
?
œn œ œb ...˙̇̇ Œ
3 ?
S
Moderato [Schemingly] f œ œb œb œ œn œ œ œb œ.
3
had bet ter go on horse back!
∑














122 Œ œ œ œn œ œ œn œ#
Be cause it seems like ly
122 ˙̇n æ .˙# &
˙ æ@
.˙
œ œ ˙ Jœ ‰ œ œ œ#
3
to rain! Then you must
‰ J
œœ œœœœ œœ œœ œœ œœbb œœbb œœnn œœ œœnn œœ##
3
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128 œœœ# œn œ Œ œ œ œb ‰ jœ
3
.˙ æ ˙p f
∑
∑
jœ ‰ œ œ œ ‰ œ œ Rœ ≈ ‰ œ œ œ
3
.˙ æ ˙p f
Œ œœœ# œœœ# œœœ œœœ œœœ
3
Her hopes were an swered,
Œ œ œ# œ œ œ
3
Her hopes were an swered,
œ œ œ Œ œ ≈ œœ œœ œ ‰ œ œ
3 3
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It rained hard!
Jœ ‰ œ œ ˙
It rained hard!
131
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œ œ œb œ œb œ
if your daugh ter should die,
∑
œ œ œb œ œb œ
œ œ œ .œ œ ˙
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it was all in pur suit
∑
œ œ œ œ œ œ
œ œ œ ˙
3
of Mis ter Bing
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go to her!
∑





















œ œ œ œœœ
Ó œœœ

















149 œ œ ˙ œ œ
li za beth was shown
149 ˙ œœ ≈ œœ Œ
Ó œœ ≈ œœ Œ
‰ œ œ œ œ œ
in to the break fastœœ Œ Ó
œœ Œ Ó
œ œ œ Œ œ
par lor, whererœœ ≈ ‰ œœ œ œœ
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œœœ ≈ ‰ œœ œœ œœ
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152 Œ œœ ≈ œœœ Œ œœœ ≈ ≈
œœœœ
Œ œœ@ ≈
œœœ Œ œœb ≈ ≈ œœœ
œ œ œ œ œ ‰ jœ
3
a ted a great deal ofœœœœ Œ œœ œœ
œœœ Œ
œœ œœ
œ œ ˙ Œ
sur prise.
œœœ ˙̇̇ œ œ
œœœ ˙˙˙ œœœ
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‰ œ œœœ œ Jœœ ..œœ
œ œ œ œ ‰ œ œ œ œ œ
5 5
She has noth ing to re com mend her,
‰ œ œ ‰ œ œ ‰ œ œ ‰ œ œ
3 3 3 3
‰ œ œ œ œ œ œ œww
œ ‰ jœ œ œ œ œ œ œ
3
3
But be ing an ex cel lent
‰ œœ œœ ‰ œœ œœ ‰ œœ œœ ‰ œœ œœ
3 3 3 3
‰ œ œ œ œ œ œ œwww
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.œ .œ ‰ Jœ
Her hair so
œ œ œ ‰ œ œ œ œ
œ œ œ ‰ œ œ
œ œ
∑
œ œ œ œ ‰ Jœ
3
un ti dy, so
œ œ œ ‰ œ œ œ
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blow sy!
Ó Œ ‰ Jœ
It
161 œœœœ œœœœ
œ œ œ œœœœ œœœœ
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∑
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shows an af fec tion for
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her sis ter that is ve ry
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Her
.œ œ ˙ Œ
pleas ing.
164 œœ œœ jœœ ‰ Œ
œœ œœ J
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fine eyes were
∑
œœ Œ œœ Œ
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œ œ œ œ œ œ
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∑
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3
li za beth's in qui ries
171 œ ˙ œœ ≈ œœ
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Œ Œ œœ ≈ œœ
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œ œ œ œ œ œ Œ
3
fa vor 'bly an swered,
Œ Rœœ ≈ ‰ œœ œ
Œ R
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174 Œ œ œ œ œ œ œ
3
Miss Ben net had slept ill,
174 œœ Œ œœ ≈ œœœ Œ
œœ œœ
œœ ≈ œœœ Œ
œ ‰ jœ .œ œ œ
was fe ve rish,
œœœ ≈ ≈
œœœœ œœœœ Œ œœ
œœb ≈ ≈ œœœ œœœ Œ
œœ
œ ‰ jœ œ œb œ œ œ œ œ
3
not well e nough to leave her room.
œœ œœ œœœ ˙̇̇
œœ œœ œœb ˙̇
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œœ œ œ œ œ œ œœœ
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On the Road to Meryton
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4
self one of those who con si
∑
∑







‰ œœ œœ œœ Jœœ
3œœb Œ
œ œb œ œ œ œ œ œ
in ter vals of re cre a tion
Œ œ œ œ œ
re cre a tion,
Œ œ œ œb œ
re cre a tionœœœœ œœœœbb
œœ œœ
- - - - - -
- - -
- - -

















Jœ Jœ œ œ Jœ
and a muse ment
Jœ ‰ jœ œ œ
a muse ment,jœ ‰ jœb œ œ
a muse ment,244 jœœœœ
jœœœœb œœœ
Jœœ@ Jœœ œœ
jœ jœ œ œ Jœ
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For the first two
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Ó
Jœ̄ Jœ̄ Jœ Jœ




































Jœ œ œ œ Jœ
3
my cou sin Jane,
Jœ œ œ œ Jœ
3
Jœœœ œ œœœ œ Jœ
3
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Jœ œ œ œ Jœ œ œ JœU jœ
3
will at tri bute to the right cause! And
259 ∑
∑
œ̄ œ̄ œ̄ œ̄
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œœœœnn œœœœ œœœœ
œ œœ œœ œ œœ œœ œœ
Allegretto







267 œœœ œœœn œœœ œœœn œœœ œœœ œœœ
œ@
œœ œœ œœ œ œœ œœ
‰ œœœœ œœœœ ‰ J
œœœœnn œœœœ œœœœ
œ œœ œœ œ œœ œœ œœ
œœœ œœœ
œœœ œœœ œœœ œœœ œœœ








270 œœ œœnn œœ œœ œœ
œœ œœ
œ œœ œœ œœ œ œœ œœ
œœ œœnn œœ œœ œœ
œœ œœ
œ œœ œœ œœ œ œœ œœ
..œœ
..œœ





















273 œ̆ œ̆ œn ˘
He is not
œ̆ œ̆ œn ˘
He is not






Jœ Jœœn Jœœ Jœœ
jœ Jœœ Jœœ Jœœ
œ œn œ œ œ œ œ
must have want ed to a void
Ó ‰ œ œ
a void
‰ œœœœ œœœœ ‰ J
œœœœnn œœœœ œœœœ


















œn œ œ œ œ œ œ
a cer tain gen tle man here.œ œ œ œ œ œ œ
a cer tain gen tle man here.
276 œœœ œœœn œœœ œœœn œœœ œœœ œœœ
œ
@
œœ œœ œœ œ œœ œœ
‰ jœ œn œ Jœ œ
E li za beth was
œ Œ Œ .
œ Œ Œ .
œ œœn œœ œ œœ œœ œœ
œ œœ œœn œ œœ œœ œœ
œ .œ œn œ œ œ œ
im me diate ly shar pened by
∑
∑
œ œœn œœ œ œœ œœ œœ
œ œœ œœn œ œœ œœ œœ
- - -
- - -












279 œ œ jœ œ. œ
dis ap point ment,
∑
279 œ œœ œœ jœœ œœ
œ œœn œœ Jœœ œœ
‰ jœ œ .œ œ œ œn
and when Dar cy ap proached
‰ jœ œ .œ œ œ œ
and when Dar cy ap proachedœ œ œn Jœ Jœœn Jœœ Jœœ
œ œ œn jœ Jœœ Jœœ Jœœ
œ œ œn œ Jœ
her, she could hard ly
œ Œ Œ .
her,œ œœn œœ œ œœ œœ œœ
œ œœ œœn œ œœ œœ œœ
- -
- - - - - -
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œ@
œœn œœ Jœœ œœ
Ó Œ jœ
Atœ œ œn Œ .





Atœ œœ œœ jœœ œœ
œ œœ œœn Jœœ œœ
œ œ Œ Œ .
ten dance, ∑
Œ ‰ jœ œn œ ‰
For bear ance,
œ œ Œ Œ .
ten dance,Œ ‰ jœ œn œ ‰
For bear ance,
Œ ‰ jœ œn œ ‰
For bear ance,œ œ Œ Œ .
ten dance,œ œœ œœ œœ œœ œœ
œ œœ œœn œœ œœ œœ





























285 Ó Œ jœ
was
Jœ œ Jœn jœ œ
Pa tience with Dar cy,‰ Jœ œ œ jœ œ
Pa tience with Dar cy,Œ œ œ œ œ œ




œœ œœ œœnn œœ
œ œœ œœ œœ œ œœ œœ
œ œ œ œ œ œ œn jœ3
3
in ju ry to Wick ham!∑
∑
∑
œ œn œ œ œ œ œ Jœ
3
3
in ju ry to Wick ham!œœ œœ œœ
œœ œœ œœ œœ






















288 ‰ œœœœ œœœœ ‰ œœœœnn œœœœ
œ@ œœ œœ œ œœ œœ
œœœ œœœn œœœ œœœn œœœ œœœ
jœ œœ œœ œ œœ
‰ œœœœ œœœœ ‰ œœœœnn œœœœ







œœœ œœœ œœœ œœœ
jœ@ œœ œœ œ œœ
œœœ œœœn œœœ œœœn œœœ œœœ
jœ œœ œœ œ œœ
œ œ œn œ œœn œœ
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When the danc ing re com
294 œ œ œ œœ œ œ
œ@ œ œ œ œœ œœ
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œœœ œœœ ‰ œœœœn
œ@ œœ œœ œ œœ œœ
œ œ œ œ œ œ
stood for a while with out
œ œ œ œ œn œ
stood for a while with out
Jœ œœ Jœ œœ
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300 ‰ œn œ œ œ œ
It is your turn to
300 œ œ œ œ œ œ œ œ
œ œœ œœ œ œœ œœ
œ œ œ œn
say some thing now,
œn œn œ œ œœ œœ œœ
œ œœ œœ œ œœ œœ
œ .œ œ jœ œ
Mis ter Dar cy.
‰ œœ ..œœnn
œ œœ œœ ‰ œœ œœ
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303 ‰ œ œn œ œ œ
I talked a bout
303 ..œœ ‰ œœnn
œ@ œœ œœ œ œœn œœ
œ œ œ œ œ
2
the dance, you are
‰ œœ ‰ œœ
œ œœ œœ œ
œœn œœ
Jœ œ œn Jœ
to make some re
J
œœ œœ œœnn J
œœ

















306 œ œ œ jœ ‰ Œ
3
mark on the room
Œ . Jœ œ œ
Quite large,






œ jœ œ œ œ jœ
3
or the num ber ofœ ‰ Œ .
‰ œœ œœ J
œœnn
œ œœ œœ œ œœ œœ
Jœn œ .œ
cou ples,
Œ Jœ œ jœ
A fair crowd,
J
œœ œœ œœ J
œœ





















œœ ‰ œœ œœ
œ@
œœ œœ œœ œœ œœ
e = e Œ Œ ‰ jœ
Someœ œ œ ˙
3
talk by rule,œœ œœ œœ
œ œœ œœ œœ œœ œœ
œ Œ Œ
times,‰ Jœ œ œ
when you areœœ œœ œœ
















312 Œ œ œ œ œ œ
3
One must speak a litœ œ Jœ ‰ œ œ œ
3
danc ing? Speak a lit
312 œœ œœ œœ
œ œœ œœ œœ œœ œœ
œ œ œ œ
tle, you know!œ Œ œ œ
tle, you know.
œœ œœ œœ œœ
œ œœ œœ œœ œœ œœ
∑
Œ Œ Œ
œœ œœ œœ œœ

















315 jœ œ Jœ œ œ
When you met us the
315
œ œœ œœ œœ œœ œœ œœ œ œœ œœ
œ@
œœ œœ œœ œ œœ œœ
œ œ œ Œ œn œ
o ther day, we had
œ œœ œœ œœ œœ œœ œœ œ œœ œœ
œ œœ œœ œœ œ œœ œœ
œ œ œ œn .œ jœ
just been form ing a
œ œœ œœ œœ œœ œœ œœ œ œœ œœ













318 œ œn œ ˙3
new ac quain tance,∑
318
œ œœ œœ œœ œœ œœ œœ œ œœ œœ
œ@
œœ œœ œœ œ œœ œœ
∑
œ œ œ œ œ œ .œ œn
Mis ter Wick ham is blessed with
œn œœ œœ œœ œœ œœ œœ œ œœn œœ#
œ œœn œœ œœ œ œœ œœ
∑
œ œ œn œ œ ‰ œ œ œ
hap py man ners as may en
œn œœ œœ œœ œœ œœ œœ œ œœn œœ#
œ œœn œœ œœ œ œœ œœ
- -









321 œ œ œ œ .œ œ œ
sure his mak ing friends.
321
œ œœ œœ œœ œœ œœ œœ œ œœ œœ
œ@
œœ œœ œœ œ œœ œœ
œ œ œ œ œ œ œ œ
3
Whe ther he may be e qual ly
œ œœ œœ œœ œœ œœ œœ œ œœ œœ
œ œœ œœ œœ œ œœ œœ
œ œ œ œ œ œ œ œ œ
3
cap a ble of re tain ing them
œ œœ œœ œœ œœ œœ œœ œ œœ œœ
œ œœ œœ œœ œ œœ œœ













œ œ œ œ œ
is a no ther
324
œ œœ œœ œœ œœ œœ œœ œ œœ œœ
œ œœ œœ œœ œ œœ œœ
Œ œ œ œ .œ œ œ œ
3
You are ve ry cau tious in
œ œ œ Ó
mat ter!œœœ œœ œœ œœ
œ œœ œœ œœ œœ œœ œœ œœ
œ œ œ œ œ œ œ œ œ
3
your re sent ment be ing cre a
∑
œœ œœ œœ œœ
œ œœ œœ œœ œœ œœ œœ œœ
- - -
- - - - - - -













327 œ Œ œ œ œ œ œ œ
3 3
ted? Ne ver al low ing your
Œ œ œ œ Œ
I am,327 œœ œœ œœ œœ
œ@
œœ œœ œœ œœ œœ œœ œœ
œ œ œ œ jœ ‰ œ œ œ
self to be blind ed by pre ju
∑
œœ œœ œœ œœ
œ œœ œœ œœ œœ œœ œœ œœ
Jœ œ ‰ Ó
dice?
Œ œ œ œ œ
3
I hope not,œœ œœ œœ œœ
œ œœ œœ œœ œœ œœ œœ œœ













œ œ œ œ œ œ œ
3
To what do these ques tions
330 œœ œœ œœ œœ
œ@
œœ œœ œœ œœ œœ œœ œœ
Œ œ œ œ œ œ
Mere ly theœ Œ Ó
tend?œœ œœ œœ œœ
œ œœ œœ œœ œœ œœ œœ œœ
œ œ œ ˙ œ œ3
il lus tra tion of your
∑
œœ œœ œœ œœ
œ œœ œœ œœ œœ œœ œœ œœ
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333 œ œ œ œ œ œ
cha rac ter,
∑
333 œœœ œœ œœ œœ
œ@
œœ œœ œœ œœ œœ œœ œœ
œ œ œ œ œ œ œ œ œ
3
I am try ing to make it out,œ œ œ œ œ œ œ œ œ
3
You are try ing to make it out,œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
3 3œœ
œœ œœ œœ œœ œœ œœ œœ
˙ Ó
œ œ œ œ œ
And what isœœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
3 3œœ














336 Ó œ œ œ œ
3
I do not getœ œ œ ˙3
your suc cess?
336 œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
3 3œœ
œœ œœ Jœœ œœ œœ œœ œœ
.œ .œ œ
on at all,∑
œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
3 3œœ
œœ œœ Jœœ œœ œœ œœ œœ
œ œ .œ œ œ œ œ œ œ
I hear such dif ferent ac countsœ œ .œ œ œ œ œ œ œ
There are such dif ferent ac countsœœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
3 3
œœ
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3
3of you, as puz zl ing
œ œ ‰ œ œ œ œ œ
3 3
of me as puz zl ing
339




œœœœ œœœœ œœœœ œœœœ œœœœ
œ œ œ œ œ
3
ex ceed ing ly!œ œ œ œ œ
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œœœœ œœœœ œœœœ œœœœ œœœœ
˙ ÓU
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œœœœ œœœœ œœœœ œœœœ œœœœ
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- - - - -
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œ œœ œœ œ œ œœ œœ
œ œœ œœ œ œ
œœ œœ œ
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345 Ó Œ ‰ Jœ
As
345 œ œœ œœ œœ ‰ jœœ œœ
œ@ œœ œœ œœ œ œœ œœ
œ œ .œ œ œ œ œ œ
Liz zie had no lon ger a ny
œœœœ œ ...œœœ œ œœ œ œ œ
œ œ œ œ œ œ
œ œ
œ œ .œ œ jœ ‰ œ
in terest of her own, She
œœœ œ .œ œ jœœ ‰ œ
œ œ œ œ œ œ
œ
















348 œ œ œ œ œ .œ œ
turned her at ten tion on herÓ Œ ‰ . rœ
Her
Ó Œ ‰ . Rœ
Her
348 œœœœ œ œ œœ œ œ
œ œ œ œ œ œ
œ œ
œ œ œ œ œ ‰ œ
sis ter and Bing ley, and
œ œ œ œ œ Œ
sis ter and Bing ley,
œ œ œ œ œ Œ
sis ter and Bing ley,
œœ œœ œ œœ œœ œœ
œ œ œ œ œ œ
œ œ œ œ œU œ
, œ
her ob ser va tions, made her∑
∑
œœœœ œ œ œœ œ
U œœ œœ
œ œ œ œ œ œ
U œ œ

















351 œ œ œ œ œ œ œ
al most as hap py as Jane.œ œ œ œ œ œ œ
Al most as hap py as Jane.351 œœ œœ œœ œœ œœ œœ
œœ
œ@ œ
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˙ Ó
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Œ œ œb œ œb œ œ œ œ
3 3
But as they sat down for sup per
354 Œ œœ œœbb œ œb œ œ œ œ
3 3œ@
œ Œ œ œ
Pedal Impressionistically
œ œb œ œ œ œ œ œb œ œ
3
she heard her moth er speak ing free ly
∑
œœ œœbb
œœ œ œ œ œ œ œb œœ
œœ
3 3œ œ Œ œ œ œ œ




œn œ œ œ œ œ œb œ œ œ œb œ
3 3 3
3œ œ ˙ œ
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œœ œœ œœ œœ œœ
3
5
œ@ œ ˙ œ
œ œ œn œ œ Jœ ‰
of see ing Ma ry,
Ó Œ ‰ jœ
Preœœ œœ
œœnn œœ œœ J
œœ ‰
œ œ ˙ œ
∑
œb œ œn œ œ œ ‰ Jœ
3
pa ring to o blige theœn œ œb œ œ œ œ œ œ œ
3 3 3
œ œœb ˙̇ œœ










360 œ œ œ ˙ Œ
3
com pa ny!
360 œn œ œb œ œ œ œ œ œ œ
3 3 3
œ œœb ˙̇ œœ
œ œ œ œ œ œ œ œn
Lu lu lu lu lu lu lu
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ- œœ́ œ- œœ́
œ œ œ œ œ œ œ œ ‰ œ œ œ œn œ œ
lu lu lu lu lu lu lu lu lu lu lu lu lu lu
œ œ œ œ œ œ œ œn
œ- œœ́ œœ- œ́
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lu la la la la la la
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ahœ œ œ œ œ œ œ œ
That will do ex treme lyœœ œœ œœ
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You have ex hi bi ted long e
366 œœ
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Who is Mis
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. œœ. œœ. œœ̄
œœ
œœœ œœœ œœœ
œ œ œ œ œ œ œ
ter Dar cy to me?
∑
œ œ œ# œ Œ





œ- œ̂ Œ Ó
to sing!œ œ œ œ œ œ œ œ





































369 Ó Œ ‰ Jœ
Thatœ œ œ œ ˙
No thing she could say,
Œ œ œ œ
Ah lu lu.œ .œ Œ
Dance, Dance,.œ .œ Œ
Dance, Dance,∑
œ œ œ œ œ œ





œ œ œ œ œ œ œ
I should be a fraid of him!∑
œ œ# ˙ Œ
la la la, ∑
∑
œ̄ œ̄ œ̄ œ# ¯ œ̄ œ̄ œ̄ œ̄
I should have great plea sure in o∑
œœ. œœ
. œœ. œœ##




œ œ œ œ ˙
No thing she could say,
œ œ œ# œ Œ
Ah lu lu la,Œ .œ .œ
Dance, Dance,Œ .œ .œ
Dance, Dance,œ- œ̂ Œ Ó
bli ging!œ œ œ œ œ œ œ œ
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Jane and Bing ley∑
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Ah lu lu la.œ Jœ œ Œ
Dance, Dance,.œ jœ œ Œ
Dance, Dance,œ œ œ œ œ œ
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œ œ œ Jœ ‰ œ œ œ
3
mar ried at Ne ther field!∑
Œ œ œ œ
Ah lu lu∑
∑
˙ Œ ‰ jœ
air Forœ œ œ œ œ œ œ œ
That will do ex treme lyœœ œœ œœ




œ œ œ œ œ œ œ œ œ
3
For hea ven sake speak lo wer! Oh,œ œ# ˙ Œ
la la la,Œ .œ .œ
Dance, Dance,Œ .œ .œ
Dance, Dance,œ̄ œ̄ œ̄ œ# ¯ œ̄ œ̄ œ̄ œ̄
mu sic is an in no cent diw
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- - - -
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We are so luck y!
Œ œ œ œ œ Œ
Speak lo wer!
œ œ# œ Œ œ œ
lu lu lu la la.œ Jœ œ Œ
Dance, Dance,
Œ œ œ œ œ œ
I on ly see his
.œ jœ œ Œ
Dance, Dance,
Œ œ œ œ œ œ#
I on ly see her
‰ œ œ œ ˙
It's time to leave,
œ- œ̂ Œ Œ ‰ jœ
ver sion, andœ œ œ œ œ œ œ œ
Let the o ther young la dies have
375 œœ
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œœ œœ œœ ˙̇
œœ
œœœ œœœ œœœ
‰ œ œ œ œ œ œ œ3
Jane and Bing ley mar ried
∑
œ Œ œ œ# œ






Dance, Dance,˙ Œ œ
eyes, his
Ó œ œ œ
Save the man,
œ̄ œ̄ œ̄ œ# ¯ œ̄ œ̄ œ̄ œ̄
per fect ly com pa ti ble for
˙ œ œ œ œ
time, Let the o ther
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Jœ ‰ œ œ œ ˙
3
at Ne ther field!










‰ œ œ œ ˙
It's time to go!
œ. œ. œ̂ .˙
cler gy menœ œ œ œ ˙
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œ œ
Œ Ó ‰ Jœ
Her
œ ˙ ‰ Jœ
peared that, Her
Œ Ó ‰ Jœ
Her
Œ Ó ‰ Jœ
Her
Œ Ó ‰ jœ
Her
Œ Ó ‰ jœ
Her
Œ Ó ‰ Jœ
Her
œœœ œ .œ œ jœœ ‰ œ
œ œ œ œ œ œ
œ
œ œ œ œ œ œ
fa mi ly made an a
œ œ œ œ œ œ
fa mi ly made an aœ œ œ œ œ œ
fa mi ly made an a
œ œ œ œ œ œ
fa mi ly made an a
œ œ œ œ œ œ
fa mi ly made an a
œ œ œ œ œ œ
fa mi ly made an aœ œ œ œ œ œ
fa mi ly made an a
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œ œ œ œ
3
care of his friends





œœ Œ˙ œ œ
∑
‰ jœ œ œ œ œ ‰
5




Œ œœ Œ˙ œ œ
Œ œ œ œ œ













301 œ œ œ œ œ œ œ
3
Bing ley is ve ry much
301 Œ œœœ Œ
Œ œ Œ˙ œ œ
œ œ œ œ œ
3
in debt ed to




Œ œ Œ˙ œ œ
- - - -










304 œ œ œ œ œ œ œ
5
Dar cy saved him from the
304 Œ œœ Œ
Œ
@
œ Œ˙ œ œ
œ œ œ œ œ œ œ œ
in con ve ni en ces of a
Œ œœœ Œ
Œ œ Œ˙ œ œ
œ œ œ œ œ œ
3
most im pu dent
Œ œœœn Œ
Œ œ Œ˙ œ œ












307 Œ ‰ Jœ̆ œ œ
Did Mis terœ œ Œ
mar riage,
307 Œ œœœ Œ
Œ
@
œ Œ˙ œ œ
œ œ œ œ œ œ
Dar cy give you rea
∑
Œ œœ Œ
Œ œ Œ˙ œ œ



















œ œ œ ˙
3
in te fer rence?Ó œ œ œ
3
I be lieve
310 Œ œœœœ œœ œœ œœ
3Œ œœ Œ˙ œ œ
∑
œ œ œ œ œ œ œ3
there were some strong ob jec
œœ œœ œœ









- - - -





















œ œ œ œ œ œ œ
3
3
Strong ob jec tions a gainst the
∑
œœ





















316 œ œ œ œ œ ‰ jœ3





œ œ œ œ œ œ œ œ œ3
could be no po si bi li ty
∑
∑
œ œ œ œ œ
of ob jec tion,œœœ Œ Œ
œœœ Œ Œ














319 Jœ ‰ œ œ œ œ
3
her love li ness
319 œœœ Œ Œ
œœœ Œ Œ
‰ Jœ œ œ œ






















œ œ œ œ œ œâ œ œ ‰
3 3
3
Her un der stand ing ex cel lent,




œ œ œ œ œ
Her mind im proved,
Ó œœœ#n
Ó œœ
‰ Jœ œ œ œä œ œ œ
3
3
Her man ners cap ti va ting!œœœœ Œ Œ
œœœ Œ Œ















325 œ Œ ŒU





œ œ œ œ œ œ ‰
And late in the eve ning
œœ œœ œœœ œœœ œœ œœ ‰
œœ œœ œœ œœ œœ œœ ‰
Hunsford Parsonage
F
œ œ œ œ œ œ œ œ
to her ut ter a maze ment
œœ œœ œœ œœ œœ œœ œœ œœ
œœ œœ œœ œœ œœ œœ œœ œœ






















œ œ œ œ ‰ œ
she saw Dar cy walk
∑
328
œœ œœ œœ œœ ‰ œœ
œœ œœ œœ œœ ‰ œœ
œ œ œ œ œ ‰
in to the room.
∑
œœ œœ œœ œœ œœœœ ‰
œœ œœ œœ œœ œœœ ‰
∑
‰ Jœ œ œ œ œ œ





















331 œ œ œ œ œ ‰
it will not do,
331 œœœœ œœœœ œœœœ ‰
œœ@
œœ œœœ ‰
‰ Jœ œ œ œ œ œ
My feel ings will not
Œ œœœœ œœœœ
jœœœœ
Œ œœœ œœœ J
œœœ















334 œ œ œ œ œ jœ





Jœ œ Jœ œ œ œ œ
tell you how ar dent ly I
œœœœ œœœœ ....œœœœ
œœœ œœœ ...œœœ
œ œ œ œ œ œ œ
ad mi re and love you!
œœœœ œœœœ œ œœœœ œœœœ
œœœ œœœ ‰ œœœ œœœ

















œ Œ Œ .
337 œœœœ Œ Œ .
œœœ Œ Œ .
œ œ œ œ œ
3
If I could feel
∑
œœœœœ œœœœœ œœœœœ œœœœœ
œ œ œ œ ˙
œ œ œ œ œ œ
3
gra ti tude I would
∑
œœœœ œœœœœ œœœœœ œœœœœ
œ œ œ œ ˙
- -


















340 œœœœ œœœœ œœœœ œœœœ
œ
@
œ œ œ ˙
œ ‰ Jœ œ œ œ
you, But I can not!
œœœœ Œ Œ .
œœœœ Œ Œ .
œ œ œ œ œ ‰ Jœ
3
I have ne ver de
œœœœœ œœœœœ œœœœœ œœœœœ













343 œ œ œ œ œ œ
3
si red your good o
343 œœœœ œœœœœ œœœœœ œœœœœ
œ
@
œ œ œ ˙
œ œ Œ œ œ
pi nion. You have
œœœœ œœœœ œœœœ œœœœ
œ œ œ
œ ˙
œ œ œ œ œ œ œ œ œ
3 3
cer tain ly be stowed it most un
œœœœ Œ Ó
œœœœ Œ Ó











346 œ œ œ œ Œ œ3
will ing ly! I
346 œœœœœ œœœœœ œœœœœ œœœœœ
œ œ œ œ ˙
œ œ œ œ œ œ œ œ œ
3
am sor ry to oc ca sion pain
œœœœœ œœœœœ œœœœœ œœœœœ
œ œ œ œ ˙
œ œ œ œ œ Œ3
to a ny one,
œœœœ œœœœ œœœœ œœœœ
œ œ œ œ ˙
- - - - - - -










349 œ œ œ œ œ œ œ œ3
3
It has been most un con scious ly




œ Œ œ œ œ œ œ
3
done, And I hope will be
Œ œœœ Ó
Œ œœœ Ó
œ œ œ œ œ œ
of short du ra tion.
œœœœ Œ Ó
œœœ Œ Ó






















352 œ Œ Ó
‰ Jœ œ œ œ œ œ œ
5
And this is the re ply which




œ œ œ œ œ œ œ œ œ œ œ
3 5 3




‰ Jœ œ œ œ œ œ
And why, with so lit tle
œœœœ Œ Ó
œœœ Œ Ó















355 œ œ œ œ œ œ Jœ œ
3
at tempt at ci vi li ty
355 ∑
∑
œ œ œ œ œ œ
3




















358 œ œ œ œ œ œ œ
3
3
I might as well in qui re
358 œœœœ œœœœ œœœœ œœœœ
œ@
œ œ œ ˙
œ ‰ jœ œ œ œ œ œ
3
why you chose to tell me
œœœœ œœœœ œœœœ œœœœ
œ œ œ œ ˙
jœ ‰ œ œ œ
that you liked















361 œ œ œ œ œ
3
me a gainst your will.
Œ œ œ œ œ
3
A gainst my will.
361 ....˙̇̇̇ Œ
...˙̇̇@ Œ
œ œ œ œ œ
3
a gainst your rea son,
œ œ œ œ œ
3
a gainst my rea son,
....˙̇̇̇ Œ
...˙̇̇ Œ
œ œ œ œ œ œ œ œ
3 3
e ven a gainst your cha rac ter.
œ œ œ œ œ œ œ œ
3 3
e ven a gainst my cha rac ter.
....˙̇̇̇ œœœœ
...˙̇̇ œœœ
- - - - - - -
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364 œ Œ œ œ œ
3





œ œ œ œ œ œ œ3
a ny con si de
∑
œ œ œ œ œ œ œ
3
jœ œœ Jœœ jœ œœ Jœœ
œ œ jœ ‰ œ œ œ œ œ
3
ra tion would tempt me to ac
∑
œ œ Jœ ‰ œ
œ œ œ œ
3
jœ œœ Jœœ jœ œœ Jœœ
- - - - - -
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367 œ œ œ œ œ œ œ œ
cept the man, who has been the means
367 œ œ œ œ œ œ œ œ
jœ@
œœ Jœœ jœ œœ Jœœ
œ œ œ œ œ œ ‰ Jœ
3
of ru in ing perœ œ œ œ œ œ ‰ Jœ
3
jœ œœ Jœœ jœ œœ Jœœ
œ œ œ ˙
3
haps for e ver,œ œ œ ˙
3
jœ œœ Jœœ jœ œœ Jœœ
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370 ‰ jœ œ œ œ œ œ œ œ
3 3
the hap pi ness of a most be




œœ Jœœ jœ œœ Jœœ
œ œ œ œ œ
lov ed sis ter?
œ œ œ œ œ














373 .œ Jœ œ œ œ œ œ
3
But not mere ly this af fair,
373 wwww
www
œ œ œ œ œ œ œ œ œ
3 3
your cha rac ter un fold ed
wwww
www
Œ œ œ œ œ œ œ œ
3
in the re ci tal I
www
www






















376 œ œ œ œ œ œ œ œ




‰ Jœ œ œ œ œ œ œ œ œ
3 3
You take an ea ger in terest in˙˙˙̇ œœ œœ
www
∑
œ œ œ œ œ œ œ
3
that gen tle man's con cern.˙̇̇̇ œœ œœ
www
- --























379 ‰ Jœ œ œ œ œ∫ œ œb
His mis for tunes have been
‰ Jœb œ œ œ œ œ œ
His mis for tunes have been
379 wwwb
www∫@
œ œ œ œ Ó
3
great in deed!





















381 Ó œ œ œ
Your man ners!œ œ œ œ œ œ œ œ œ œ
3
These of fen ses might have been o ver looked




œ œ œ œ Jœ̆ ‰ Œ
Oh! Oh!
‰ œ œ œ œ œ œ œ œ œ œ œ




- - - - -
-













383 Ó œ œ œ œ3
Your ar ro gance!
œ œ œ œ œ Ó
3
nest con fes sion,
383 œœœœ Œ Óœœœn°@
Œ Ó
*
œ œ œ œ̆ Ó
Oh!œ œ œ œ œ œ œ œ œ
3


















385 œ œ œ œ œ œ̆ ‰ œ œ
Oh! Re joice, re joiceœ œ œ œ œ œ œ œ œ Jœ ‰
in the in fe ri o ri ty





œ œ œ œ œ œ
3
in your con ceit?!
œ œ œ œ œ .œ ‰
3


















387 œ œ œ Œ ‰ Jœ œ
Oh! Your
œ œ œ œ œ œ œ œ œ
3
Con gra tu late my self on re
387 œœœœ Œ œœœœ Œ
œœœ Œ œœœ Œ
œ œ œ œ ˙
sel fish dis dainœ œ œ œ œ œ œ œ œ
3
3
la tions so de cid ed ly be
œœœœœ Œ Ó
œœœ Œ Ó
- - - - - - - - - -
- -













389 œ œ œ œ œ
of oth ers!œ œ ˙
neath my own?






















‰ Jœ œ œ œ œ
3
And this is your o
391 ‰ œœœœ ‰ œœœœ ‰ œœœœ ‰ œœœœ
œ@ œ œ œn ˙
œ œ œ œ œ3
You are the last man
œ œ jœn œ œ Œ
3
pi nion of me,
‰ œœœœ ‰ œœœœ ‰ œœœœ ‰ œœœœ













393 œ œ ˙ Œ
in the world,
‰ jœ œ œ œ œ œ œ
3 3
And this is the es ti ma




the last manjœn œ œ œn œ œ3
3
tion that you hold of me,

















395 œ œ œ œn œ œ œ œ œ
3
whom I could ev er be pre vailed˙ Ó
395 ‰ œœœœ ‰ œœœœ ‰ œœœœ ‰ œœœœ
œ@ œ
œn œ ˙
œ œ œ œn œ
on to mar ry!
∑
‰





















œœœœ œœnn œœœœ Ó
œ@ œ
œ Ó
œ œ œ œ œ œ œ œ
3 3
You have said quite e nough, sir,œ œ œ œ ˙ Œ
3
3
quite e nough ma dam
‰
œœœœ ‰ œœœœ ‰
œœœœ ‰ œœœœ














399 œ œ œ œ œ œ œ œ
3
3
I per fect ly com pre hendœn œ œ œ œ œ œ œ
3 3
I per fect ly com pre hend
399 ‰ œœœœ ‰ œœœœ ‰ œœœœ ‰ œœœœ
œ œ œn
œ ˙
œ œ œ œ œ
your feel ings!œ œ œ œ œ
your feel ings!
‰ œœœœ ‰ œœœœ ‰ œœœœ ‰ œœœœ
œ œ œ
œ ˙
- - - - -
- - - - -










401 Ó Œ ‰ Jœ
For
401 ‰ œœœœ ‰ œœœœ ‰ œœœœ ‰ œœœœ
œ@ œ
œ œ ˙
œn œ œ œ œ œ œ œ œ
3
3
give me for hav ing tak en up












403 œn œ œ œ œ œ ‰ jœ
3
so much of your time, and
403 ‰ œœœ ‰ œœœ ‰ œœœ ‰ œœœ
œn@
œ œn œ ˙
œ œ œn œ œ œ œ œ3
ac cept my best wish es
‰ œœœ ‰ œœœ ‰ œœœ ‰ œœœ










405 œ œ œ œn œ œ
3
for your health and hap
405 œœœ ‰ œœœn ‰ œœœ ‰ œœœ ‰œ
@
œn œn œn œ œ
œ ˙ Œ
pi ness.
œœœn ‰ œœœ ‰ œœœ ‰ œœœ ‰
Œ œn œn œn œ œ
∑
∑









408 œœnn œœ œœ œœ
œn œn œ œ œ œ œ œ
œœnn œœ ˙̇
œn œn œ œ œn œ œ œ
œœ œœ œœ œœ
œn œn œn œ œ œ œ œ













411 œ> œ œ> œ œ> œ œ> œ
ww@ œ œ œ œ
UP THE LANE FROM HUNSFORD
Molto Allegro q = 124 - 150 Lizzy Could Not Recover
œ œ œ œ
not re co ver
œ> œ œ
>
œ œ> œ œ> œ
wwœ œ œ œ
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414 œ œ œ œ
prise of what had
414 œ œ œ œ œ œ œ œ
œ@ œ œ œ..˙̇ œœ
œ œ ‰ œ œ œ
hap pened, it was imœ œ œ œ œ œ œ œ
œ œ œ œww
œ œ ˙
pos si bleœ œ œ œ œ œ œ> œ










417 œ œ ˙
to think of
417 œ> œ œ> œ œ> œ Œ
..˙̇@ Œœ œ œ
œ œ œ œ œ
a ny thing else.
œ> œ œ> œ œ> œ œ> œ
wwœ œ œ œ
œ Œ Ó
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œ œ> œ œ> œ
wwœ œ œ œ




œ œ> œ œ> œ
wwœ œ œ œ



















423 œ œ œ
name called and






œ œ œ œ œ œ
œ œ œ..˙̇
˙ œ œ œ
ing a let ter
œ œ œ œ œ œ œ œ œ œ


















œ œ œ œ
out to her.
∑
426 œ> œ œ> œ œ> œ œ> œ
ww
@
œ œ œ œ
˙
œ œ œ œ
Will you do me





œ œ œ œ œ
3
the ho nor


















429 œ œ œ œ œ3
of read ing this
429 œ œ œ œ ˙
œœ œ ˙
π
œ ˙ œ Œ
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432 œ œ œ œ œ
Be not a larmed
œ œ œ œ œ





Be Not Alarmed, Madam œ œ jœ ‰ œ œ
ma dam at reœ œ jœ ‰ œ œ
ma dam at reœœœœ ˙̇̇̇
œœœ ˙̇̇
œ œ œ œ
ceiv ing this




- - - -


















Œ Œ œ œ
By the
Œ œ œ œ œ
By the ap pre
œœœœ Œ œœœœ
œœœ Œ œœœ
œ œ œ œ œ
ap pre hen sion




















438 Œ Œ œ œ œ3
of a ny
œ œ œ œ œ œ œ3
of a ny re pe ti tion,
438 Œ œœœœ œœœœ
Œ œœœ œœœ
œ œ œ œ Jœ ‰
re pe ti tion,




œ œ œ œ œ œ jœ3 3
sen ti ments which last night
˙̇̇̇ œœœœ
˙̇̇ œœœ
- - - - - -
- - - -
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œ œ œ Jœ ‰
3
gust ing to you,˙̇̇̇ œœœœ
˙̇̇ œœœ
œ œ œ œ œ œ œ3
for the hap pi ness of
œ œ œ œ œ œ œ3
for the hap pi ness of
œœœœ ˙˙˙̇̇
œœœ ˙̇̇













444 œ œ œ œ3
both par ties, they
œ œ œ œ3







œ œ œ œ œ
3
too soon for got ten.
œ œ œ œ œ
3





- - - -
















447 œ Œ œ œ
He writes:˙ Œ
447
œ œ œ œ œ œ...œœœ J
œœœ œœœ œœœ
a tempo ˙ Œ
œ œ œ œ œ œ œ
Two of fen ses of a
œ œ œ œ œ œ
œœœ œœœ œœœ œœœ
Ó Œ ‰ Jœ
Iœ œ œ œ œ œ ‰ œ
ve ry dif ferent na ture youœ œ œ œ œ œ œ œ
œœœ œœœ œœœ œœœ œœœ
- - - - -

























450 œ œ œ œ œ3
last night laid to hisœ œ œ œ œ3
last night laid to my
450
œœœ œœœ œœœ œœœ œœœ
3
œ@






œ œ œ œ œœ œœ
œœœ œœœ œœœ œœœ
˙ Ó
œ œ œ œ œ3
I de tached Bing ley
∑ ?
œœ œœ œœ œœ
p
Ó œ œ œ œ
I ac cused him:œ œ œ œ ˙
from your sis ter,
‰ œœœ> ‰ œœœ> ‰ œœœ> ‰ œœœ>


















454 œ œ œ œ œ œ œ œ
3
You have ru ined the pros pects of
œ œ œ œ œ œ œ œ
3
I had ru ined the pros pects of
454 ∑
œœ@ œœ œœ œœ
œ œ œ œ œ
Mis ter Wick ham,œ œ œ œ œ
Mis ter Wick ham,
‰ œœœ> ‰ œœœ> ‰ œœœ> ‰ œœœ>






œœ œœ œœ œœ
subito p
- - - -













œ œ œ œ œ œ œ œ3
3
Here is an ac count of my
457 ‰ œœ ‰ œœ ‰ œœ ‰ œœ
œœ œœ œœ œœ
‰ œ œ œ œ œ œ
His ac tions and mo tives,
œ œ œ œ œ Œ
ac tions and mo tives,
‰ œœ ‰ œœ ‰ œœ ‰ œœ
œœ œœ œœ œœ
Ó œ œ œ œ œ œ
3
3
He be lieved dear Jane in
œ œ œ œ œ œ œ œ œ œ3
3 3
I be lieved your sis ter to be in
‰ œœœ ‰ œœœ ‰ œœœ ‰ œœœ
œœ œœ œœ œœ
- -
- - - - - -
- -













460 œ œ Œ œ œ
dif ferent! He writes:
œ ˙ Œ
dif ferent,
460 ‰ œœœ ‰ œœœ ‰ œœœ ‰ œœœ
œœ@ œœ œœ œœ
˙ Œ ‰ jœ
Heœ œ œ œ œ œ œ
3
3
I must have been in er ror,
‰ œœœœ ‰ œœœœ ‰ œœœœ ‰ œœœœ
œœ œœ œœ œœ
œ œ œ œ œ œ œ œ œ
3 3
says he must have been in er ror!
œ Œ Œ œ œ œ
Yet,
‰ œœœœ ‰ œœœœ ‰ œœœœ ‰ œœœœ
















463 ˙ œ œ œ œ œ
3
Yet, there was to tal want˙ œ œ œ œ œ
3
there was to tal want
463 ‰ œœœœ ‰ œœœœ ‰ œœœœ ‰ œœœœ
œœ@ œœ œœ œœ
œ œ œ œ œ jœ ‰
of pro pri e ty,
œ œ œ œ œ jœ ‰
of pro pri e ty,
‰ œœœœ ‰ œœœœ ‰ œœœœ ‰ œœœœ
œœ œœ œœ œœ
Ó œ œ œ jœ ‰
by mo ther,
œ œ œ œ œ œ œ œ œ œ
be trayed by your mo ther, three sis ters
‰ œœœ ‰ œœœ ‰ œœœ ‰ œœœ
œœ œœ œœ œœ
- - - - - - -
















466 œ .œ Œ Œ œ œ
sis ters, by my
œ œ œ œ œ œ œ œ œ
3
and oc ca sion al ly by your
466 ‰ œœœœ ‰ œœœœ ‰ œœœœ ‰ œœœœ
œœ œœ œœ œœ
œ œ Œ Ó
fa ther!œ œ Œ ‰ œ œ œ
fa ther! but as for
‰ œœœœ ‰ œœœœ ‰ œ œ œ
œœ œœ œœ œœ
- - - - -
--













468 Œ œ œ œ œ œ œ œ3
Jane and I have none of his
œ œ œ œ œ ‰ œ œ œ œ œ
3
3 3
you and your sis ter, you have none of my
468 œ œ œ œ œ ‰ œ œ œ œ œ
3
3 3
œœ@ œœ œœ œœ
œ œ Œ œ œ




œœ œœ œœ œœ
œ Œ Ó
.œ Jœ œ œ
As for Wick ham,
.œ Jœ œ œ












Jœ ‰ œ œ œ œ œ
Your Mis ter Wick ham,
471
Jœ ‰ œ œ œ œ œ
œœ@ œœ œœ œœ
Jœ ‰ .œ Jœ œ œ œ
3
When my ex cel lentjœ ‰ .œ Jœ œ œ œ
3
œœ œœ œœ œœ
œ œ œ œ œ œ œ
fa ther died five years a go,
œ œ œ œ œ œ œ
œœ œœ œœ œœ













‰ œ œ ‰ œ œ œ œ œ œ
3 3
Wick ham in formed me, that he
474 ‰ œ œ ‰ œ œ œ œ œ œ
3 3
œœ œœ œœ œœ
œ œ œ œ Œ œ œ
3
was a gainst, re signed
œ œ œ œ œ œ œ ‰ œ œ
3
was a gainst tak ing or ders re signed
œ œ œ œ œ œ œ ‰ œ œ
3
œœ œœ œœ œœ
œ œ œ Ó .
3
all claim,
œ œ œ œ œ ˙
3
all claim to the church,
œ œ œ œ œ ˙
3
œœ œœ œœ œœ
- - - - - -
- -














Œ œ œ œ œ œ
He asked in stead
477 Œ œ œ œ œ œ
œœ@ œœ œœ œœ
Ó œ œ œ œ
For a thou sandœ œ œ œ œ Œ
for a thou sand pounds,œ œ œ œ œ Œ
œœ œœ œœ œœ
œ Œ Ó
pounds!
œ œ œ œ œ œ œ œ3
3
know ing my fa ther's love for
œ œ œ œ œ œ œ œ
3 3
œœ œœ œœ œœ













480 Œ œ œ œ œ œ œ3 3
He gave him three thou sand!œ œ œ œ œ œ œ3
3
him I gave him three thou sand,
480 œ œ œ œ œ œ œ3
3
œœ@ œœ œœ œœ
∑
Œ œ œ œ œ œ
3
But his life was of
Œ œ œ œ œ œ
3
œœ œœ œœ œœ
Œ œ œ œ œ Œ
3
id le ness,œ œ œ œ œ œ œ œ œ
3 3
id le ness, he soon be came dis
œ œ œ œ œ œ œ œ œ
3 3
œœ œœ œœ œœ
-
-













483 ‰ ‰ jœ œ œ œ œ Œ
3 3
dis sa tis fied!
œ œ œ ˙ ‰ jœ
3
sa tis fied! He
483 œ œ œ ˙ ‰ Jœ
3
œœ œœ œœ œœ
accel. ‰ ‰ jœ œ œ ‰ œ œ œ œ œ
3 3 3
Geor gi na! Tried to se duce her!
œ œ œ œ œ œ œ œ œ œ
œ3 3
3
turned to Geor gi na and tried to se duce her,
œ œ œ œ œ œ œ œ œ œ
œ3 3
3






œœ œœ œœ œœ
- - -- -
- - - - - -













486 Œ œ œ œ œ œ œ œ
3
3
She was on ly fif teen,œ œ œ œ œ œ œ Œ
3
3
She was on ly fif teen,
486 œ œ œ œ œ œ œ Œ
3
3






œ œ œ œ œ
3
I re turned just in
œ œ œ œ œ
3
œœ œœ œœ œœ
∑
.œ jœ œ œ œ
time to save her,
.œ jœ œ œ œ &














489 .œ Jœ œ œ œ œ
This is a faith ful.œ Jœ œ œ œ œ
This is a faith ful
489 ....œœœœ J
œœœœ œœœœ œœœœ œœœœ œœœœ
œ@ œœ ...˙̇̇
a tempo œ œ œ œ Œ œ3
nar ra tive, I
œ œ œ œ Œ œ3
nar ra tive, I
œœœœ
œœœœ œœœœ œœœœw
œ œ œ ˙3
will ac quit him,œ œ œ œ œ œ œ3
3
hope you will ac quit me....œœœœ J
œœœœ œœœœ œœœœ œœœœ œœœœ
œ œœ ...˙̇̇
- - - -












492 œ œ œ œ œ œ œ
I will ac quit him, heœ œ œ œ œ Œ
3
of cru el ty,
492 .œ Jœ œ œ œ œ
œ œœ
...˙̇̇
œ œ œ œ œ Œ
3
is not cru el.
Ó œ œ œ œ œ
3
I will on ly add,




œ Œ œ œ


















495 œ ˙ ‰ jœ
you, Fitz





œ œ œ œ ˙
3
wil liam Dar cy.
œ œ œ œ ˙
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498 .œ Jœ œ œ œ
3




œ œ œ œ
I have act ed,
∑
∑
Œ œ œ œ œ œ
3
And how much I havewwww
www
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SCENE 2 Longbourn











































Œ œ œœ œ
Œ œ œœ
˙ œ œ œ
3
and Eœ œ .œ ‰
li za beth
œ œ .œ ‰
li za beth˙ œ œ œ
3
and E





























7 œ œ ˙
li za beth
œn œ œ œ œ
3
re turned∑
œ œ œn œ œ
3
re turnedœ œ ˙




re turned,œ œ œn
to Long bourn∑
œ œ œ
to Long bournœ œ œ
re turned,œ œœœ œœœn
œœ œœ œœ
œ œ .œ Jœ
their re cep tion
œ œ .œ jœ
their re cep tionœœœ œœœ ...œœœ
jœœœ
their re cep tion
œ œ .œ jœ
their re cep tion
œ œ .œ Jœ
their re cep tionÓ œœœœ
Ó œœ
- - - -


























10 œ œ œn





at home wasœ œ œ
at home was10 Ó œœœœn
Ó œœ
œ œ œ ˙
3
most kind.œ œ œ ˙
3
most kind.
œœœ œœœ œœœ ˙̇̇
3
most kind.
œ œ œ ˙
3
























.œ Jœ œ œ
glad you are come
13 Œ ‰ jœœ œœ œœ.
Œ
@
œ œ œ œ.
PF
∑
.œ œ œ œ
back, dear Liz zy.
Œ ‰ jœœ œœ œœ.





‰ jœœ œœ Œ













16 œ œ œ œ œ œ œn
3 3






œ œ Jœ ‰ œ œ








I amœœœœnn Œ Œ
œœ
Œ Œ













œ œ œ œ œ
3
quite o ver him,
19
œœ œ œœ œ œœ œœ œœ
3





jœ œœ Jœœ œœ
Lizzy raises her eyesbrows, looks doubtfully at Jane∑
œ œ œ
Liz zy!
































œ Œ œ œ
I am
22 Œ œœœ œœœ œœœ œœœ
3
œœ@
œœœ œœœ œœœ œœœ
3
˙ œ œ œ
so un hap py,
˙ œn œ œ
so un hap py,
∑
∑
œ œ œ œ
3
quite hap py.


































25 œ œ œ œ œ œ
3
am to ac com pa ny
œ œ œ œ œ œ œ3
is to ac com pa ny





.œ œ œ œ
Mis sus Fos ter
.œ œ œ œ
Mis sus Fos ter
.œ œ œ œ







œ œ œ œ Œ Œ
œœœ Œ Œ
- - - - - -
































œ œ œn œ œ. ‰
3
the re gi ment!
œ œ œ œ œ
. ‰3
the re gi ment!













can notœœ œœ ‰ jœœ ‰
jœœœ
œœ




















31 .œ Jœ œ œ
You are not her
œ ‰ jœ œ œ œb
3
do, I must ask Fa
.œ Jœ œb œ
You are not her
œ œb œ œ
see why Mis sus
31 œœœ œœœœbb œœœœ œœœ
œœœ œœœ œœœ œœ
To Kitty
To Kitty
œ œ œ œ œb
best friend, She did
˙ œ
ther
œb œ œ œ œ
best friend, She did















































œ Œ Œœ œ œ
Liz zy!
Œ Œ Œ










œ œ œ œ3































œ œ œ œ
f
œ œ ‰ jœ
Fa ther, Do
œ œ œ œ
Fa ther loves meœœœœ œœœœ ‰ J
œœ
œ œ œ œ
œ œ œ œ
3
not let her
œ œ œ œ œ
3























go, She willjœ ‰ .œ jœ
go! I will
40 œœœœ Œ œœ
œœ
œ@ œ
œ œ œ œ
3
F .œ Jœ œ œ
be the most deœ œ .œ Jœ





f œ œ œ ‰ Jœ
ter mined flirt thatœ œ ‰ jœ œ œ
















43 œ œ œ œ œ œ œ3
e ver made her self or





œ œ œ œ œ
3
fa mi ly ri




œ œ œ œ
3
di cu lous!







- - - - - - -
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œ œ œ œ œ





œ .œ œ œ œ





































F œ œ œ œ œ
3
Ly di a does not
œ œ œ œ œ œ
3
if Ly di a does
œ œ œ œœ œ
3
Ly di a does not
œ œ œ œ œ œ
3
if Ly di a does notœ œ œ œ œ
3





œ œ œ œ
go to Brigh ton!
œ œ œ
not go toœ œ œ œ
go to Brigh ton!
œ œ œ œ
go to Brigh ton!œ œ œ œ
go to Brigh ton!
∑
∑





































52 Œ œœœ œœœ œœœ











































55 œ œ œ






œ œ .œ œ œ
E li za beth,.œ œ ˙
li za beth,
œ œ .œ œ œ
E li za beth,œ œ .œ œ œ








Liz zy,œ œ œ
Liz zy, oh,- - -
- - - -
- - - -
- - - -





















Liz zy,œœ œœ œœnn
Liz zy, oh,
œ œn œ œ
oh, Liz zy,
œn œ .œ Jœ
Liz zy, E
œ œn œ œ
oh, Liz zy,
œ œ œ œn
oh, Liz zy,œœnn œœ ..œœ J
œœ
Liz zy, E
œ œ .œ œ œ
E li za beth!
.œ œ ˙
li za beth!
œ œ .œ œ œ
E li za beth!œ œ .œ œ œ




- - - -
- - - -
- - - - -
- - - - -

























œ œ œn œ œ
˙̇̇@ œœœ
F
Ó ‰ œ œ œ
Her aunt and
Ó ‰ œ œ œ
Her aunt and
œœ œœ œœ œœ œœ Œ
˙̇̇ œœœ Œ
œ œ œ .œ œ œ
un cle Gar di nerœ œ œ .œ œ œ


















œ œ œ œ œ
3
did at length ap pear
œ œ œ œ œ
3
did at length ap pear
64 Ó Œ œœ œœ
Ó Œ œœœ
Œ œ œ œ œ œ œ œ œ œ
3 3 3
to take E li za beth for a tour
jœ ‰ œ œ œ œ œ œ œ œ œ
3 3 3
to take E li za beth for a tour
Jœ ‰ œ œ œ
œ œ œ œ œ œ
3
3 3
to take E li za beth for a tourœœ œœ œœ Ó
œœœ œœœ Ó
œ œ œ œ œ
3
of Der by shire.
œ œ œ œ œ
3
of Der by shire.
œ œ œ œ œ
3










- - - - - -
- - - - - -










68 œ œ œ œ œ
œ œœ ˙̇
SCENE 3 Derbyshire
What are Young Men to Rocks and Mountains?
leggiero



















70 œ œ œ œ œ
œ@
œœ ˙̇
œ œ œ- œ
What are young menœœ œœ
œœ œœ
œ œœ ˙̇
fP œ œ œ œ



























73 œ ˙ Ó
moun tains?
Ó œ œ œ
Rocks and moun
Ó œ œ œ
Rocks and moun
73 œœ œ œ œ œ œ
œ@
œœ ˙̇ œœ
œ œ œ œ




œ œ œ œ œ
œ œœ ˙̇




































sea and sky!œ œ ˙
sea and sky!Œ œ# œ œ# œ œ
œ œœ ˙̇
π
œ œ œ œ
Oh what hours of
∑
∑
Œ œ œ œ œ œ
œ ˙̇ œœ
œ œ œ œ
trans port we shall
∑
∑
































Œ œ œ œ œ œ œ
What ho urs of trans
Œ œ œ œ œ œ œ
What ho urs of trans
80 œœ œœ œœ œœ œœ
œ@
œœ Œ œœ Œ









Œ œ œ œ
When we re
Œ œ œ œ
When we re
Œ œœ œœ œœ

























83 Ó œœ œœ
Œ œ œœ œœ
w
know,
Œ œ œ œ
We shall
Œ œ œ œ
We shall
Œ œ œ œ œ œ
œn œœ Œ œœ






























Œ œ œ œ œ œ
Where we have
Œ œ œ œ œ œ
Where we have
86 Œ œœ œœ œœ
œ œœ Œ œœ
œ Œ œ œ
we will
˙ œ œ




œ œ œ ˙
3
re col lect,
œ œ œ ˙3
re col lect,œ œ œn ˙
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89 œ œ œ œ
what we have∑
∑




œ Œ œ œ







œ œ œ œ œ
moun tains, ri vers
œ œ ˙ Œ




























92 œ œ ˙
and streams,œ ˙ œ
Ri vers andœ ˙ œ
Ri vers and










œ œ œ œ œ
œn œœ Œ œœ




























95 œœœœ Œ œœœœ Œ
œœœ Œ œœœ Œ
œ œ œ œ
our i ma gi
œ œ œ œ
our i ma gi
œ œ œ œ
our i ma gi






























98 Ó Œ ‰ jœ
My




˙ œ œ œ œ œ
3
love, should you not like to
œœœ Œ œ œ œœœ œœœ
3
œœœ Œ ‰ ‰
jœœœ œœœ
3
œ œ œ œ œ œ œ œ
3 3
see a place, of which you have
œœœœ Œ Œ œœœ















101 Ó Œ œ œ
Is it
œ ‰ Jœ œ Œ
heard so much?Ó Œ Œ
101 œœœ Œ œœœ Œœœœ@ Œ
œœœ Œ




Ó Œ œ œ œ3
The es tate









œ œ œ œ ˙
3
of Mis ter Dar cy.






























œ œ œ œ œ œ œ œ.3
I tire of see ing great hous es!
∑
∑
104 œœ œœ œœ œœ œœ œœ
œœ œœ́
3œœœ Œ œœœ œœœ
∑
Œ œ œ œ œ œ œ
3
They have de light ful parks!
Ó Œ ‰ Jœ
Pem
œœœœ Œ œœ œœœ
œœœ Œ œœœ œœœ
∑
∑
œ œ œ œ œ œ œ œ œ œ
3 3
ber ley has some of the fin est woods
Œ œœœœ Œ ˙̇̇̇





























œ œ œ œ œ œ œ
in the coun try!




Ó Œ ‰ jœ
AndÓ Œ ‰ jœ
And
Ó Œ ‰ jœ
Andœ œ œ œ œ œœœ œ Ó
œ œ œ œ œ œœœ œœœ œ ?
f P
œ œ œ œ œ
when at last they saw
œ œ œ œ œ
when at last they saw
œ œ œ œ œ




















œ œ œ œ œ
Pem ber ley,
œ œ œ œ œ
Pem ber ley,







œ œ œ œ œ œ
si tu a ted in a
œ œ œ œ œ œ
si tu a ted in a
œ œ œ œ œ œ





val ley,œ œ Ó
val ley,œœœ œœœ œœœ œ
œ œœ œœ Œ
- - - - - -
- - - - - -









113 Œ œ œ œ œ ‰ Jœ
3










œ œ ˙ Œ
















116 œ œ œ œ œ œ œ œ
œ@
œ œ œ œ œ œn œ
∑
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
Addressing Mrs. Reynolds
œ œ œ œ œ œ œ œ
Is your mas ter real ly ab sent?˙̇̇̇ ˙̇̇̇
˙̇̇ ˙̇̇


















œ ‰ jœ œ œ œ .œ œ
3





œ œ œ Ó
mor row.
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ
œ œ œ œ œ œ œ œ





























Jœ́ ‰ œ œ œ œ œ œ œ œ
3
3
yes! He has gone in to the ar my,
jœœ.





œ œ œ œ œ œ œ œ
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Ó Œ ‰ ≈ rœ
It
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128 œ .œ ‰ œ œ œ œ œ
Liz zy, is it like him?
Ó Œ œ œ
Does the




œ œ œ œ œ œ œ œ œ
3















130 œ œ œ jœ ‰ Œ
A lit tle.
Ó Œ œ œ œ3
And is he
130 œœœ œœœ Œ Œ œœœ
œœœ œœœ Œ Œ œœœ
F
π F
Ó Œ jœ ‰
Yes,
Jœ ‰ ‰ œ œ œ œ œ ‰




œ œ œ œ œ œ œ


























œ œ œ jœ ‰ œ œ œ œ œ
3
3
He is the best mas ter that e ver
∑
133 œœ œœ œœ J
œœ ‰















œfl ‰ œ œ œ œ œ œ œ
This fine ac count of him is
∑
œ̆ ‰ œ œ œ œ œ œ œ
This fine ac count of him is
œœœœ Œ œœœœ Œ


























œ œ œ œ œ œ œ œ
not quite con sis tent with
œ œ œ œ œ œ œ œ
not quite con sis tent with
136 œœœœ Œ œœœœ Œ
œœœ Œ œœœ Œ
Ó Œ ‰ jœ
Per
œ œ œ œ œ Œ
what we have heard.
œ œ œ œ œ Œ
what we have heard.
œœœ Œ œœœ Œ
œœœ Œ œœœ Œ
F œ œ œ œ œ œ œ œ3
haps we might have been de ceived?
∑
∑
œœœœ œ œ œ œ œ œ œœ
3




































œ œ œ ‰& ?
Ó ‰ œ œ œ
And as they
Ó ‰ œ œ œ
And as they
Ó ‰ œ œ œ
And as they
‰ œ œ œ œ Œ















142 œ œ œ œ œ
looked a cross the
œ œ œ œ œ
looked a cross the
œ œ œ œ œ
looked a cross the
142 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œœ
œœœ œœœ œœœ œœœlegato P
Moderato
And As They Looked Across the Hall
œ œ œ œ œ ‰ jœ
hall t'wards the ri ver, E
œ œ œ œ œ Œ
hall t'wards the ri ver,
œ œ œ œ œ Œ
hall t'wards the ri ver,
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œœ
œœœ œœœ œœœ œœœ
œ œ œ œ œ œ œ œ
li za beth turned back to
∑
∑
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œœ
œœœ œœœ œœœ œœœ





























145 œ œ œ œ Œ
look a gain,
Ó Œ œ œ
And the
Ó Œ œ œ
And the
145 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œœ
@
œœœ œœœ œœœ œœœ
∑
œ œ œ œ œ œ œ œ
ow ner of the build ing,
œ œ œ œ œ œ œ œ
ow ner of the build ing,
œ- œ œ œ œ- œ œ œ œ- œ œ œ œ- œ œ œ œ- œ œ œ
œ œ œ œ œ œ œ œ œ œ
∑
œ œ œ œ œ œ œ œ œ
sud den ly came o ver from theœ œ œ œ œ œ œ œ œ
sud den ly came o ver from the
œ- œ œ œ œ- œ œ œ œ- œ œ œ œ- œ œ œ œ- œ œ œ
œ œ
œ œ œ œ
œ œ œ œ
-
- - - - -
























148 Ó Œ ‰ Jœ
Their






148 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œœ
œœœ œœœ œœœ œœœ
accel. ˙ œ œ œ
3
eyes in stant ly
˙ œ œ# œ3
eyes in stant ly
∑
∑
œ œ œ œ œ œ œ œœ œœ œœ
3



































œ œ .œ Jœ
cheeks of both were
œ œ .œ Jœ
cheeks of both were




Ó Œ œ œ
With the
œ œ œ Œ œ œ
3
o ver spread, With the
œ œ œ Ó
3
o ver spread,
œœœœ œœœœ œœœœ Œ
œœ œœ3
˙̇ Ó
rit. œ œ œ ˙3
deep est blush.




œœœœ œœœœ œœœœ ˙̇̇̇
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œ œ œ œ œ
3
Your es tate is
œ ˙ œ
How is yourœœ œ œœ œ œœ œ œœ œ
..œœ .œ œ
œ œ œ œ œ œ
3
ut ter ly charm ing!
œ œ œ œ œ
fa mi ly?œ œ œ œ œ œ œ œ
..œœ .œ œ

















157 Œ œ œ œ Œ
Ve ry well!
Œ œ œ Œ
Thank you!157 œœ œ œœ œ œœ œ œœ œ
..œœ .œ œ
More embarressment
More embarressment Darcy motions for her to go first
œ œ œ œ
They are ve ry
∑
œ œ œ œ œ œ œ œ
œœœ œœœ œœœ œœœ
˙ Ó Œ
well.
Ó ‰ Jœ œ œ ,
I thank you.œ œ œ œ .˙



















œ œ œ œ œ œ œ œ œ
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œ œ œ œ œ œ œ œ œ œ
in tro du cing me to your com pa
œœœ www
œœ ww
Ó œ œ œ œ œ
Mis ter and Mis sus





























163 œ œ œ ˙
3
Gar di ner,
œ œ œ ˙3
Gar di ner,œ œ œ ˙
3
Gar di ner,163 Ó . œœ
Ó .@
œœœ
œ œ œ œ œ œ





œ Œ Œ Œ
∑
∑


















œ œ œ œ œ œ
One of them knows what it
œ œ œ œ œ œ
One of them knows what it
166 œœ œœ
œœ œœ œœ œœ
œ œ
œœ œ œœ œ œœ œ
As Narrators: Unheard by Darcy and Elizabeth and amazed by the love they see
mel.
œ œ œ œ Œ
means to love,œ œ œ œ Œ
means to love,œœ œœ œœ œœ Œ
















169 œ œ œ Œ œ œ
ob vi ous that the
169
œœ œœ œœ Œ œœ œœ
œ@ œ
œœ œœ ˙̇
œ œ œ Œ œ
gen tle man isœœ œœ œœ Œ œœ
œ œ
œœ œœ ˙̇
œ œ œ œ œ
filled with ad mi raœœ œœ œ œ œ œ œ œ
œ œ
œœ œœ œœ œœ œœ




















172 ‰ œ œ œ œ œ œœ œœ
œ@
œ œ œ œ œ œ œ
œ œ œ Œ œ
ob vi ous that
∑
∑
‰ œ œ œ œ œœœ œ œœœ
œ œ œ œ
œœ œ œœ
œ œ œ œ




œ œ œœ œ œœ




















much in love!ä̇ œ œ
much in love!
175 œ œ œ œ œ œ œ œ





œœ œœ œœ ˙̇
œœ œœ œœ ˙̇
Exit Mr. and Mrs. Gardiner
œ œ ˙ œ
















178 œ œ œ œ ‰ jœ
not de ter mine her
178 ˙˙̇̇ ˙˙˙
œ@ œ œ ˙
œ .œ Jœ œ
feel ings to wards
˙˙̇ œœœ œœœ
œ œ œ œœœ
œœœ
œ œ Œ œ
him. Sheœœœ œœœ œœœ œœœœœœ œœœ œœ œœ












181 œ œ ˙ œ




œ œ œ œ œ
not hate him and a˙˙̇̇ ˙˙˙
œ œ œ ˙
œ œ ‰ œ œ œ























184 œ œ œ œ œ Œ œ
U œU

















# # # # #
# # # # #
# # # # #
El
Pno.










œœ œœ œœ Œ
˙ œ œ œ œ
not mere ly hav ing˙̇̇̇ œœ œœ œœ œœ
œ œ œ œ ˙
a tempo







# # # # #
# # # # #
# # # # #
















190 œ œ jœ ‰ œ œ
once loved her but for
Ó Œ œ œ
but for




œ œ œ œ œ œ œ
3
lov ing her still well e noughœ œ œ œ œ œ œ
3
lov ing her still well e nough....˙̇̇̇nn œœœœ































193 œ œ œ œ œ œ
give her man ner in re
œ œ œ œ œ œ
give her man ner in re
193 œœœœ œœ œ œ œ œ
œ
@
œ œ œ œ œ œ œ
œ œ œ ‰ jœ œ œ œ œ œ
3
3
ject ing him and for all her un
œ œ œ ‰ jœ œ œ œ œ œ
3
3
ject ing him and for all her unœœ œœ œœ Œ ˙˙˙̇
3
œ œ œ œ œ œ œ œ œ œ
œ Œ œ œ
just ac cu
œ Œ œ œ
just ac cuwwww
œ œ .˙
- - - - - -












196 œ œ ‰ œ œ œ
sa tions, there was a
œ œ ‰ œ œ œ
sa tions, there was a
196 œœœœ ....˙̇̇̇
œ œ œ œ ˙
œ œ œ ˙
3
change in him,
œ œ œ ˙
3
change in him,
œœ œœ œœ ˙̇
3
œ œ œ ˙
œ Œ .œ Jœ
such a
œ Œ .œ Jœ
such a
œœ œœ œœ ˙̇
3




















199 œ œ œ ˙3
change in him,
œ œ œ ˙3
change in him,




œ ‰ jœ œ œ œ œ
It must be to
œ Œ Ó




˙ ‰ œ œ œ
love, won drous























202 ˙ œ œ œ œ
love, it is at
‰ Jœ .œ œ œ œ œ œ
fer vent love, it is at
202 Œ œœœœn œœœœ ˙̇̇̇n
œ@
œ œn œ ˙
.œ Jœ ˙
tri bu ted!.œ# Jœ ˙
tri bu ted!œœœœ##n œœœœn
œœœœ œœœœ###
























Œ ‰ jœ œ œ œ œ œ
5






Waits patiently for their conversation to resume







A servant hands her a letterŒ œ .œ œ œ œ œ
Dear est Liz zy,Œ œ .œ œ œ œ œ
Dear est Liz zy,
∑
œœœœœ œ .œ œ œ œ œ
www


















208 œ œ Ó œ œ
some thing oc cured
œ œ œ œ œ œ œ
some thing has oc cured
208 œ œ œ œ œœœœ œ œ
Ó ˙̇̇
Ó œ œ œ Jœ ‰
un ex pect ed
œ œ œ œ œ œ œ Jœ ‰
of a most un ex pect ed
œ œ œ œ œ œ œ Jœ ‰
∑
As Elizabeth reads, she gets more and more agitatedŒ œ œ œ œ œ œ
3
se ri ous na ture.
œ œ œ œ œ œ œ
3
and se ri ous na ture.
œ œ œ œ œ œ œ
3
Ó ‰ jœœœ œœœ
- - - - - - - -




































œ@ œœ œœ œ œ
‰ œ̆ ‰ œ̆ ‰ Jœ œ œ œ
























217 ‰ œ œ œ œ œ œ œ







Increasing and decreasing in intensity (as someone filled with anxiety)
œ œ œ œ œ œ œ œ








œ œ œ œ œ œ Jœ ‰





œ œ œ œ œ œ œ ‰
f











220 Jœ œ ‰ œ œ œ
3
Good God! What is the
220 œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
3œœœ@ œœœ œœœ œœœ œœœ œœœ œœœ œœœ
f
f
.œ .œ œ œ
mat ter? Let me....œœœœ ....œœœœ œœ
œœ
œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ
œ œ œ Œ œ œ œ œ
3
call the maid, you are ve ryœœ œœ œœ Œ œœœœ œœœœ
œœœœ œœœœ













223 Ó œ œ .œ
No! I thank˙ Ó
ill!
223 ˙̇ œœœœ œœœœ œœœœ œœœœ
œœœ@ œœœ œœœ œœœ œœ œœ œœ œœ
Í
p
œ œ œ Œ œ œ
you! There is∑




œ̄ œ̄ œ œ̄ œ< œ œ
no thing the mat ter with me.∑














œ œ œ œ Œ œ œ





Œ@ ‰ Jœ œ œ
ß f
f





























œ œ œ ‰ jœ œ œ
Ly di a, my young er
229 œœ œœ
œœ ‰ œœ œœ œœ
œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ
F f
F f
œ œ œ ‰ œ̄ œ̄ œ̄
sis ter, has thrown herœœ œœ œœ ‰ œœ̄ œœ̄ œœ̄
œœœ œœœ œœœ œœœ œœœ œœœ̄ œœœ¯ œœœ¯
F ƒ
F ƒ
œ̆ œ œ œ œ œ œ œ
self in to the pow'r of Mis terœœ̆ œœ œœ œœ œœ œœ
œœ œœ
œœœ̆ œœœ œœœ œœœ œœœ œœœ œœœ œœœ

















232 œ̆ œ̆ Œ Œ œ œ
Wick ham! They have
232 œœ̆ œœ̆ Œ Œ
œœ œœ
œœœ@
œœœ œœœ œœœ œœœ œœœ œœœ œœœ
Jœ œ œ œ œ œ ‰ œ œ œ
run off to ge ther! She has no
J
œœ
œœ œœ œœ œœ œœ ‰
œœ œœ œœ
œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ
e = e ƒ œ œ œ œ œ œ .œ Œ .
mo ney, no con nec tions!œœ œœ œœ œœ œœ œœ ..œœ Œ .
œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ















235 œ œ œ ‰ Jœ
She is lost for
235 œœ œœ œœ ‰ J
œœ
œœœ@
œœœ œœœ œœœ œœœ œœœ œœœ œœœ
e = e hopelessly œ œ œ ‰ œ œ œ
e ver! When I conœœ œœ œœ ‰ œœ œœ œœ
œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ
P .œ .œ jœ œ œ œ œ
si der that I could have pre
œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
.œ .œ .œ .œ
e = e
f
















238 œ Jœ œ ‰ œ Jœ œ J
œ
vent ed it, I, who knew who∑
238 œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
œœœœ œœœœ œœœœ œœœœ













œ œ œ œ œ œ œ œ
I am grieved and shocked!œœ œœ œœ œœ œœ
œœ œœ œœ
















œ Œ œ œ œ œ
Is it ab
241
œœ Œ œœ œœ œœ œœ
œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ
∑
œ œ œ œ œ œ œ
so lute lyœœ œœ œœ œœ œœ œœ œœ
œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ
Œ œ ˙
Oh, yes,œ œ Œ Ó
cer tain?œœ œœ
œœ ˙̇
œœœ œœœ œœœœ œœœœ œœœœ œœœœ œœœœ œœœœ
F














244 œ œ œ œ œ œ
they were traced to
∑
244 œœ œœ œœ œœ œœ
œœ
œœœ@
œœœ œœœ œœœ œœœ œœœ œœœ œœœ
œ ˙ ‰ jœ
Lon don, I
∑
œœ ˙̇ ‰ jœ
œœœ œœœ œœœ œœœ œœœ œœœ œœœ œœœ
P
P
œ œ œ œ œ œ œ œ3
have not the small est hope,
Ó Œ ‰ jœ
She
œ œ œ œ œ œ œ œ3













247 .˙ ‰ jœ
I
œ œ œ œ œ œ œ œ3
has not the small est hope.
247 Ó . ‰ jœ
œ@ œ
œ œ œ œ œ œ
p resignedly
p
œ œ œ œ œ œ œ œ3
have not the small est hope.
Ó Œ ‰ jœ
I
œ œ œ œ œ œ œ œ3
œ œ œ œ œ œ œ œ
f
˙ Ó
œ œ œ œ œ œ œ œ3
vow to give her back her hope.
˙ Ó















œ œ œ œ œ œ œ œ






œ œ œ œ œ œ œ




Please conœ œ Ó
ab sence.œœœ œœœ ˙̇̇
œœœ œœœ ˙̇̇
P












253 œ œ œ œ œ3






































œ œ œ ‰ Œ œ
Liz zy, I
Œ œœ œœ œœ
Œ œœ œœ œ œœ
SCENE 4   Longbourn
Lizzy, I bear You No Ill-Willœ .œ Jœ œ












261 œ Œ œ œ œ
will for be ing
261 Œ ˙̇ œœœ
Œ ˙̇ œœœ
œ œ œ œ œ œ œ
3
jus ti fied in your ad vice
œœœ œœœ œœœ œœœ
œœœ œœœ œœœ œœœ
œ œ œ œ
to me last May,
...˙̇̇ œœœ
...˙̇̇ œœœ























œ œ œ œ ˙




œ œ œ œ œ œ
There is no thing to be
∑
˙̇ œ ‰ œ ‰




Ó Œ œ œ
They are
œ œ œ œ Œ
done now, fa ther,
∑
œ ‰ œ ‰ œ ‰ œ ‰















268 œ œ ‰ jœ œ œ ‰ œ
mar ried and Wick ham will
∑
268 œ ‰ œ ‰ œ ‰ œ ‰
œ
@
œ ‰ œ ‰ œ ‰ œ
œ œ œ œ œ œ œ
3
join his re gi ment soon.
∑
œ ‰ œ ‰ œ œ œ œ œ3
œ œ ‰ œ œ œ œ œ œ
3
.˙ Œ
Ó . Jœ ‰
Yes,œ ‰ œ ‰ œœœ ‰ œ ‰
œ œ ‰ œ œ œ ‰ œ









271 Œ Jœ ‰ ‰ œ œ œ
Yes, but there are
271 Œ œ œ Œ œ œ
œ
@
œ Œ œ œ Œ
F P œ œ Jœ ‰ ‰ Jœ
two things I
œ ‰ œ ‰ œ ‰ œ ‰
œ œ ‰ œ ‰ œ ‰ œ
œ œ œ ‰ œ œ
ve ry much want to
œ ‰ œ ‰ œ ‰ œ ‰












274 œ Œ Œ œ
know. One
274 œ ‰ œ ‰ œ œ œ
œ@
œ ‰ œ œ œ œ
F œ Jœ ‰ ‰ Jœ œ œ œ
is: how much mo ney
œ ‰ œ ‰ œ ‰ œ ‰
œ œ ‰ œ ‰ œ ‰ œ
P œ œ œ œ œ œ œ œ
did your un cle lay down?
œ ‰ œ ‰ œ ‰ œ ‰

















277 ‰ œ œ œ Jœ ‰ Œ
And the o ther?
‰ œ œ œ jœ ‰ Œ
And the o ther?
œ Ó œ
Is
277 œ ‰ œ ‰ œœœ ‰ œ ‰





œ œ œ œ
how am I






œ œ œ œ œ œ œ
3





















280 Œ œ œ œ
how are we
Œ œ œ œ
how are we
˙ Ó







œ œ œ œ œ œ œ
3
e ver go ing to pay him?
œ œ œ œ œ œ œ
3
e ver go ing to pay him?
∑





œ œ œ œ œ œ œ œ
‰ œ ‰ œ ‰ œ ‰ œœ œ ˙
Exit













283 œ œ œ œ œ œ œ œ
‰ œ ‰ œ ‰ œ ‰ œœ œ ˙
œ- œ- œ- Œ
My dear niece,
œ œ œ œ œ œ œ œ
wœ œ ˙
At her desk, writing Œ œ œ œ œ
he has done this
œ œ œ œ œ œ œ œ












œ- œ- œ- Œ
all for you,
286
œ œ œ œ œ œ œ œ
wœ œ ˙
Ó Œ .œ œ
He has
œ œ œ œ œ œ œ œ
‰ œ ‰ œ ‰ œ ‰ œœ œ ˙
œ- œ- œ- œ-
paid all Wick ham's
œ œ œ œ œ œ œ œ














œâ Œ Œ œ œ
debts, and con




œ jœ ‰ œ œ œ
vinced him to mar ryœœœ œœœ ˙̇
œœœ œœœ ˙̇
œ œ œ œ jœ ‰ œ œ œ œ
your poor sis ter, Pur chased a com
˙̇ ..˙̇
˙̇ ..˙̇












292 œ œ œ œ œ Œ œ œ
3





jœ œ jœ œ œ œ
a no ther thou sand
œœœ ...˙̇̇
œœœ ...˙̇̇
œ œ œ œ œ Œ3
































œ œ œ œ œ œ œ3








œ œ œ œ œ œ œ
he had done it all for her
˙̇̇ ..˙̇
˙̇̇ ...˙̇̇
















298 œ Œ Ó
∑
298 ∑
œœœ œœœ œœœ œœœ
œ œ œ œ
He had done it
œ œ œ œ































301 œ œ œ œ œ œ œ œ
‰
@
œ ‰ œ ‰ œ ‰ œœ œ ˙
P
∑
œ- œ- œ- ‰ jœ
He is sly, He
∑
œ œ œ œ œ œ œ œ
wœ œ ˙
At her desk, writing
∑
œ œ œ œ
hard ly e ver
∑
œ œ œ œ œ œ œ œ














œ- œ- œâ â̇
men tioned your name,
304
œ œ œ œ œ œ œ œ
wœ œ ˙
œ œ œ ˙3
Men tioned my name?
Ó ‰ jœ œ
But
œ œ œ œ œ œ œ œ
wœ œ ˙
∑
œ œ œ jœ ‰ ‰ jœ œ œ œ
3 3
Liz zy, dear, Re mem ber to
˙̇̇ ˙̇̇
˙̇ ˙̇













œ œ œ Œ œ
in vite me to
307 Ó ˙̇̇
Ó ˙̇̇
œ œ œ œ œ œ œ œ œ œ
3 3
Pem ber ley for a ride on a
www
www
œ œ œ œ œ œ Œ
3
phae ton through the park.
˙̇ œ œ œ œ
˙̇ ˙̇
Ó œ œ































œ œ œ œ œ .œ Jœ
3
e ver go ing to pay him
œ œ œ œ œ .œ jœ
3
e ver go ing to pay my
œ œ œ œ œ .œ Jœ
3




























313 œ Œ .œ œ œ œ
back? Has he done it
œ œ Ó
un cle?
Ó .œ œ œ œ








œ œ œ œ Œ
all for me?
∑
œ œ ˙ Œ
all for you!
œ œ œ œ œ œ











œ œ œ œ ˙
on ly thought of you!
œ œ ˙
How am Iœœœœ œœœœ ˙̇̇̇




























316 œ œ œ œ œ .œ Jœ
3
e ver go ing to pay him
œ œ œ œ œ .œ jœ
3
e ver go ing to pay my∑
Ó œ œ œ œ
3
Your fa mi lyœ œ œ œ œ .œ Jœ
3
e ver go ing to pay your
316 œœœœ œœœœ ˙̇̇̇ œœœœ
œ@ œ œ œ œ œ œ œ
œ Œ Ó
back?
œ œ ‰ œ œ œ
un cle? How is suchÓ œ œ
Dar cyœ œ œ œ œ
owes me no thing, Iœ œ ‰ œ œ œ
un cle? How is suchœœœœ ....˙̇̇̇
œ œ œ œ œ œ œ œ
œ œ œ .œ jœ
Can this be true? Can
œ œ œ œ œ œ œ
a sum to be re paid, re
.œ jœ œ œ
has a "thing" for.œ Jœ œ œ
have a "thing" forœ œ œ œ œ œ œ
a sum to be re paid, re....œœœœ
jœœ ˙̇̇̇















































paid?319 Œ œœ œœ ˙̇̇̇





















œ< œ< <̇One morn ing∑
∑
∑





























322 Œ œ< .œ̄ œ̄ œ̄




Too ear ly for
Œ œ< .œ< œ< œ<
Too ear ly for





























Œ œ< œ< œ<
A chaise and

































Œ œ< Jœ́ ‰ ‰ œ̄ œ̄




Pulled up to the
Œ œ< jœÿ
‰ ‰ œ< œ<Pulled up to the









































328 Ó Œ .‹ ‹
It was
Ó Œ .‹ ‹
It was
∑
Ó Œ .‹ ‹
It was
Ó Œ .‹ ‹
It was328 Œ œœœœ œœœœ œœœœ œœœœ
Œ3
..˙̇@ œœ
Spoken with a hooty voice (sprechstimme)
Spoken with a hooty voice (sprechstimme)
Spoken with a hooty voice (sprechstimme)
Spoken with a hooty voice (sprechstimme)
P π
‹ ‹ .‹ ‹ .‹ ‹
La dy Ca the rine De
‹ ‹ .‹ ‹ .‹ ‹
La dy Ca the rine De
∑
‹ ‹ .‹ ‹ .‹ ‹
La dy Ca the rine De
‹ ‹ .‹ ‹ .‹ ‹




cresc. into an intense whisper
cresc. into an intense whisper
cresc. into an intense whisper

























331 œ̄ .œ̄ œ̄ œ̄ œ<
hope you are well, Miss331 Œ ...œœœ œœœ œœœ
Œ
..˙̇@ œœ
œ̄ œ̄ Œ Œ œ̄
Ben net! ThatŒ ...œœœ œœœ œœœ
Œ
..˙̇ œœ
.œ̄ œ̄ .œ̄ œ̄ Jœ̄ ‰ œ̄ œ̄













334 .œ̄ œ̄ Œ Œ œ<
mo ther! And
334 Œ ...œœœ œœœ œœœ
Œ
..˙̇ œœ
œ̄ .œ̄ œ̄ Jœ̄ ‰ œ̄
that, I sup pose, is




.œ̄ œ̄ œ̄ œ̄ Jœ̄ ‰
one of your sis ters.
















337 Ó Œ œ




.œ̄ œ̄ .œ̄ œ̄ œ̄ œ̄
















.‹ ‹ ‹ ‹ ‹ ‹ ‹
3
Let us take a turn in it.340 Œ œœœ
Œ œœœ
œœ@ Œ œœ Œ























Œ œ œ œ œ œ œ3
You can be at no loss






œ œ œ œ œ œ œ œ œ œ3
3
as for the rea son for my jour ney here,
Œ œœœœ œœœœ œœœœ œœœœ Œ
3
..˙̇ œœ
œ œ œ œ .œ ‰ jœâ Jœ ‰
3
You are mis ta ken, ma dam!
∑














œ œ œ œ œ œ œ œ œ Jœ ‰
3 3
I am not to be tri fled with!
346 Œ œœœœ œœœœ œœœœ œœœœ Œ
3
..˙̇ œœ
œ œ œ œ œ œ œ œ œ œ œ
Are you soon to be u ni ted to my ne
wwww
ww
cresc. accel. œ œ œ œ œ Œ œ
phew Mis ter Dar cy? It
wwww
ww















œ œ œ œ œ œ œ œ œ
3
must be a scan da lous false hood!
349 ....˙̇̇̇ œœœœ
..˙̇@ œœ
Œ œ œ œ œ œ
3
Your la dy ship∑
...˙̇̇ œœœ
.˙ œ
œ œ œ œ œ œ œ œ œ œ
3
3
has de clared it im pos si ble!∑
...˙̇̇ œœœ œ œ
3.˙ œœ œ œ
3
- - -









352 œ œ œ œ œ œ ‰ jœ œ œ
3 3
Do you know who I am, Miss Ben net?!
352 œœœœ Œ Ó
œœ@ Œ Ó
ß
Œ œ œ œ œ œ œ œ œ
3 3
He is en gaged to my daugh ter!œœœœ Œ Ó
œœ Œ Ó
ß
‰ Jœ œ œ œ œ œ œ Œ
3 3
Now what do you have to say?
Ó Œ œœ œœ œœ
3












œ œ œ ‰ jœ œ œ œ ‰ œ œ
3
3
On ly this, if it is so, you can
355 ..˙̇ œœœ..˙̇@
œœ
œ œ œ œ œ œ œ œ œ
have no rea son to sup pose
...˙˙˙ Œ..˙̇ Œ
œ œ œ œ œ œ œ œ
3
he will make an of fer to me.
Œ œœ Œ œœœ
Œ œœ Œ œ













‰ Jœ œ œ œ œ œ œ œ œ œ
3 3





Œ œ œ œ œ œ ‰ Jœ
3
Made from in fan cy by....˙˙˙̇ œœœœ
.˙ œ
Ó Œ œ
Soœ œ œ œ œ œ œ œ
3
his mo ther and aunt!œœœœ œœœ Ó
œ œ Ó
P












œ œ œ œ ‰ œ œ œ ‰
he is nei ther by ho nor
361 œœœœ Œ Œ ‰ jœœœ
œ
@ Œ Œ ‰ J
œœœ
œ œ œ œ œ ≈ œ œ œ œ
3 3




œ œ œ œ œ œ
3
















364 Jœ ‰ œ œ œ œ œ œ
not to make a no ther choice?
∑




œ œ œ Œ œ œ œ
3
Ob sti nate! Head strong girl!
œœœœ œœ œœ Œ œœœœ
œœ œœœœ
3





‰ œ œ œ Jœ́ ‰ œ œ
Tell me once for all!
‰ œ œ œ Jœ́ ‰ œ œ



















œ ‰ JœU œU œâ œâ œâ
3
Are you en gaged to





















‰ jœ œ œ œ œ œ Jœ ‰
5
And will you pro mise me
‰ J
























œ œ œ œ œ œ œ œ œ œ3
ne ver to en ter in to such
370 œœ œœ œœ œœ






œ œ œ œ œ Œ






œ œ œ œ œ œ œ œ œ
3 3
I will make no pro mise of the kind!
∑

















373 œ œ œ Œ œ œ œ
3
Ob sti nate! Head strong girl!
373 œœœœ œœ œœ Œ œœœœ
œœ œœœœ
3




Œ œ œ œ œ
3
And this is your
Ó ˙̇̇
Ó ˙̇
œ œ œ œ œ ŒU














376 Ó Œ .œ̄ œ̄




F œ̄ .œ̄ œ̄ œ̄ Œ
no leave of you!Œ œœœœ œœœœ œœœœ œœœœ œœœ
3
..˙̇ œœ
Ó Œ .œ̄ œ̄












379 œ̄ .œ̄ œ̄ Jœ̄ ‰ œ̄ œ





mo ther!Œ œœœœ œœœœ œœœœ œœœœ
Œ3
..˙̇ œœ
‹ ‹ ‹ ‹ ‹ ‹ ‹ ‹
5
I am most se ri ous ly∑
Ó œœ
Œ
Spoken with a hooty voice (sprechstimme)













382 Œ ‹ ‹ Ó

















385 ‰ œ œ œ œ œ œ œ
Dear Mis ter Col lins,





‰ Jœ œ œ œ œ œ œ
I must trou ble you once more
‰ jœ œ œ œ œ œ œ
Ó ‰ jœœœœ. œœœS
œ œ œ œ œ œ ‰ Jœ
for con gra tu la tions. E
œ œ œ œ œ œ ‰ Jœ
Œ œœœ. Ó
S









388 œ œ œ œ œ .œ œ œ œ
3
li za beth will soon be the wife of






.œ œ œ œ ‰ Jœ
Mis ter Dar cy. Con
.œ œ œ œ ‰ jœ
Œ œœœ œœœ Œ
œ œ œ œ œ œ œ œ
3 3
sole La dy Ca the rine as













391 œ œ œ œ ‰ Jœ œ œ œ
3
3
well as you can, But if I were
391 œœœœ œ œ œœœ ‰ jœ œ œ œ
3 3
œœœ œœœ ˙̇̇
œ ‰ œ œ œ# œ œ œ
3
you, I would stand by the ne
œ ‰ œ œ œ# œ œ œ
3
œœœ Œ ˙̇̇
œ œ œ Ó
phew,
















394 œ œ œ œ







˙ Œ œ œ
give. Yours sin˙̇ Œ œ œ
ww
œ œ Œ œ œ œ œ3
cere ly, Et ce te ra.
œ œ Œ œ œœœ œœœ œœœ
3
...˙̇̇ œœ ‰ œœ
3
























Elizabeth and Darcy were Indebted
œœ œœ œœ œœ






















400 œœ œœ# œœ œœ œœ
jœœ






œœ œœ œœ œœ
his aunt for theirœœœœ ˙̇̇̇
œœœ ˙̇̇
œœ œœ œœ œœ œœ œœ œœ
3
pre sent good un der stand ing,œœœœ œœ œœ œœ œœœœ œœœœ
3œœœ œœœ œœœ œœœ










œœ ‰ jœœ œœ œœ
She re la ted
403
œœœœ ....œœœœ œœœœ œœœœ œœœœ
œœ
œœœ œœœ
œœ œœ Œ œœ
to him theœœœœ ....œœœœ œœœœ œœœœ œœœœ
œœ
œœœ œœœ
œœ œœ œœ œœ œœ œœ
sub stance of her con verœœœœ ....œœœœ œœœœ œœœœ œœœœ
œœ
œœœ œœœ


















406 œœ œœ œœ œœ œœ œœ œœ
3
tion with E li za beth.
Ó œ




œœ ‰ Ó . Œ .
œ œ œ .œ ‰ œ œ œ œ œ
taught me to hope as I had scarce ly



















œ œ œ œ œ œ œ Jœ œ œ œ








‰ Jœ œ œ œ œ œ
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410 œ œ œ œ œ
3
to my sis ter,
410 ..˙̇
..˙˙ ?
‰ œ Jœ œ œ œ
3
Let me thank you a
..˙̇
...˙˙˙
œ œ œ œ œ œ œ
3
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œ œ Jœ ‰ œ œ œ
3




œ œ œ œ œ Œ













œ œ œ œ œ
3
I thought on ly of
416 ...˙̇̇
...˙˙˙@
œ Œ œ œ œ
3
you. You are too
Œ ˙̇̇
Œ ˙̇̇
œ œ œ œ œ œ œ
3
ge ne rous to tri fle
...˙̇̇
...˙̇̇












419 œ .œ ‰ œ œ œ œ
with me, If your feel ings
419 Œ œœœœ Œ
Œ@
œœœ Œ
œ œ œ œ œ œ œ
3
are still what they were, tell
Ó œœœ
Ó œœœ
œ œ œ Œ œ œ
3


















422 œ œ œ œ œ œ
3 3
fec tions and wish es are
422 œœ œœ œœ œœ œœ œœ
3 3
˙̇̇
œ œ œ œ œ œ
un changed, but one wordœœœœ œœœœ Œ Œ
...˙̇̇
œ œ œ Œ
from you
œœ Œ œœ
















œ œ œ œ œ
will si lence me for
425 ˙̇ Œ
˙˙̇@ Œ ?
Œ œ œ œ œ
3
My feel ings forœ œ œ Œ Œ
e ver.
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what could beœœœœœ œœœœœ œœœœœ œœœœœ œœœœœ œœœœœ
œœœ œœœ œœœ œœœ œœœ œœœ










431 œœ Œ œœ œœ œœ
come of Mis ter431 œœœœœ œœœœœ œœœœœ œœœœœ œœœœœ œœœœœ
œœœ@
œœœ œœœ œœœ œœœ œœœ
œœ œœ œœ
Bing ley andœœœœœ œœœœœ œœœœœ œœœœœ œœœœœ œœœœœ
œœœ œœœ œœœ œœœ œœœ œœœ
œœ œœ Œ
Jane?œœœœœ œœœœœ œœœœœ œœœœœ œœœœœ œœœœœ
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œ œ Jœ œ ‰




‰ œ œ œ œ œ œ œ
3
Make haste and hur ry down!‰ œœ œœ œœ œœ œœ œœ œœ œœœ
3


















437 œ œ ˙
He is come!
437 Œ Œ œœœœ
Œ@ Œ
œœœ
œ œ œ œ œ œ
Mis ter Bing ley is come!....˙̇̇̇
...˙˙˙
œ œ œ ‰ Œ
Make haste!
Œ œœœœ œœœœ œœœœ
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This is too
∑











feel too much.œ Jœ œ













443 œ œ œ œ œ œ3
I do not de serve
œ œ œ œ œ œ3
I do not de serve
443 œœœœ œœœœ œ œ Œ
3
œœœ œœœ Œ
œ œ œ œ
3
this, why is not
œ œ œ œ3
this, why is not
œœœ œ œ œ
3
œœœ œ œ œ
3
œ œ œ œ œ
ev' ry bo dy as
œ œ œ œ œ
ev' ry bo dy as
œœœ Œ œœœœ
œœœ Œ œœœ
- - - -










































I am the Happiest Creature in the World ∑
œ œ œ œ œ œ
3
hap pi est crea ture
∑
Ó ‰ œ œ œ
I am the∑




Ó ‰ œ œ œ
I am theœ œ œ œ Œ
in the world
∑
œ œ œ œ œ œ
3
hap pi est crea ture∑































449 œ œ œ œ œ œ
3
hap pi est crea tureœ œ œ œ œ œ
3
Jane on ly smiles I
∑
œ œ œ jœ ‰ œ
in the world I∑
Ó ‰ œ œ œ
I am the






œ œ œ œ Œ
in the world˙ ‰ œ œ œ
laugh! I thank my
Ó ‰ œ œ œ
I am theœ œ œ œ œ œ œ
3
have been for gi ven and amÓ ‰ œ œ œ
I am theœ œ œ œ œ œ
3
hap pi est crea tureœœœ œ œœœ œ œœœ œ œœœ œ
œœ
œœœ œœœ œœœ& ?
f
f
œ œ œ œ œ œ
3
Three daugh ters mar ried, Oh,
œ ‰ jœ œ œ œ œ
aunt, a gain and a gain,
œ œ œ œ œ œ
3
hap pi est crea ture˙ Œ œ
loved! Sheœ œ œ œ œ œ
3
hap pi est crea ture
œ œ œ jœ ‰ œ
in the world Iœœœ œ œœœ œ œœœ œ œœœ œ
œœ




































452 ˙ Œ œ
Lord! Ten
‰ œ œ œ œ œ Œ
a gain and a gain
œ œ œ jœ ‰ œ
in the world I
.œ Jœ œ œ œ œ
loves my sis ter and my
œ œ œ jœ ‰ œ
in the world To
œ œ œ œ œ œ œ œ
3
have three sons in law ad mir ed
452
œœœœ œ œœœœ œ œœœœ œ œœœ œ
œœ
œœœ œœœ œœœ& ?
F
F
œ œ œ œ œ œ œ
thou sand a year! I shall
œ œ œ œ œ
for tak ing me to
œ œ œ œ œ œ
3
give such plea sure to my
.œ .œ œ
sis ter loves
œ œ œ œ œ œ
3
give such plea sure to my
œ œ ‰ œ œ œ
high ly! An eve ningœœœœ œ œœœ œ œœœ œ œœœ œ
œœ
œœœ œœœ œœœ& ?
ƒ
œ œ œ ˙ Œ
3
go dis tract ed!
œ œ œ ˙ Œ3
Der by shire!




œ œ œ ˙ Œ
3
be lo ved!
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I am the hap
œ œ œ œ
I am the hap
œ œ œ œ
I am the hap
œ œ œ œ
I am the hap
œ œ œ œ
I am the hap
œ œ œ œ





œ œ œ œ
pi est crea
œ œ œ œ
pi est crea
œ œ œ œ
pi est crea
œ œ œ œ
pi est creaœ œ œ œ
pi est crea
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Abreviation  Character Name 
 
MrB    Mr. Bennet 
MrsB   Mrs. Bennet 
Ja   Jane Bennet 
El   Elizabeth Bennet 
Ma   Mary Bennet 
Ki   Catherine (Kitty) Bennet 
Ly   Lydia Bennet 
Bi   Charles Bingley 
Dar   Fitzwilliam Darcy 
Lou   Louisa Bingley Hurst 
Car   Caroline Bingley 
Coll   Mr. Collins 
Cha   Charlotte Collins, née Lucas 
LC   Lady Catherine de Bourgh 
Wic   George Wickham 
CoF   Colonel Fitzwilliam 
MrG   Mr. Gardiner 
MrsG   Mrs. Gardiner 
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(LONGBOURN HOUSE)                  “The Universally Acknowledged Truth” 
           Bennet Sisters 
 
BENNET SISTERS 
It is a truth universally acknowledged that a single man in possession of good fortune must be in 
want of a wife. 
 
JANE 
However little known the feelings of such a man on his entering a neighborhood— 
 
MARY 
The truth is so well fixed in the minds of the surrounding families— 
 
ELIZABETH    LYDIA    KITTY 
That he is the rightful property Of someone    Or other 
 
BENNET SISTERS      LYDIA 
Of their daughters.      Of one of their daughters. 
 
                      “My Dear Mr. Bennet”
 Mr. Bennet, Mrs. Bennet, Bennet Sisters 
 
MRS. BENNET 
My dear Mister Bennet, have you heard that Netherfield Park is let at last? 
 
MR. BENNET 
I have not. 
 
MRS. BENNET 
But it is! For Missus Long has just been here and told me all about it! Do you not want to know 
who has taken it? 
 
MR. BENNET 




Why my dear, you should know, Missus Long says that Netherfield is taken by a young man of 
fortune, large fortune, and he is to take possession before Michaelmas, and some of his servants 
will be in the house, by the end of next week! 
 
MR. BENNET 






Is he married or single? 
 
MRS. BENNET 
Oh! Single my dear, to be sure! A single man of large fortune! Four or five thousand, a year! 
Four or five thousand a year! What a fine thing for our girls! 
 
MR. BENNET 
How so? How can it affect them? 
 
MRS. BENNET 
My dear, Mister Bennet! How can you be so tiresome! You must know I am thinking of his 
marrying one of them! 
 
MR. BENNET 
Is that his design in settling here? 
 
MRS. BENNET 
Design?! How can you talk so! But it is very likely he’ll fall in love with one of them, and 
therefore, you must visit him as soon as he comes! 
 
MR. BENNET 
You and the girls may go, or you can send them by themselves, for you are as handsome as any 
of them, and Bingley may like you the best of the party. 
 
MRS. BENNET      MR. BENNET 
My dear Mister Bennet, You flatter me.   My dear, Bingley may like you 
When a woman has five daughters    The best of the party for you 
She thinks no more of her own beauty.   Are as handsome as any of them. 
 
ELIZABETH    MRS. BENNET  MR. BENNET 
He is the rightful property  When a woman has five You are as handsome as  
Of one of their daughters.  daughters, she thinks  Any of them! 





Consider your daughters. 
 
BENNET SISTERS 
Consider your daughters. 
 
MRS. BENNET 
Indeed you must go! 
 
BENNET SISTERS 
Indeed you must go! 
 
MRS. BENNET      BENNET SISTERS 
For it would be impossible, Impossible for us to visit him Impossible! 
If you do not! 
 
MR. BENNET 
But you can assure him of my hearty consent to his marrying whichever he chooses of the girls. 
Though you must throw in a good word for my little Lizzy. 
 
MRS. BENNET      MR. BENNET 
Lizzy is not a bit better than the others!    I always give her the preference! 
She is not half so handsome as Jane,  
Nor half so good-humored as Lydia,  
But you always give her the preference. 
 
MR. BENNET      BENNET SISTERS 
They are all silly and ignorant like other girls!  Other girls! 
 
MRS. BENNET 
Silly and ignorant? 
 
MRS. BENNET      MR. BENNET 
My dear Mister Bennet, How you abuse your children, My dear Missus Bennet, 
You take delight in vexing me, You have no compassion You mistake me. 
On my poor nerves. 
 
MR. BENNET 
I have high respect, my dear, for your poor nerves, they are old friends of mine. 
 
MRS. BENNET      MR. BENNET 







MRS. BENNET AND THE BENNET SISTERS  MR. BENNET 
It will be of no use to us if young men   It is my hope you will live to see 
Of fortune come into the neighborhood   Young men of fortune come into 
You will not visit them, you will not come!   The neighborhood and if twenty 
        Such should come, 
 
MR. BENNET      MRS. BENNET 
Depend on it, my dear—     What good is twenty? 
When there are twenty 
I will visit them all! 
 
BENNET SISTERS 






Of three and twenty years— 
















(LONGBOURN HOUSE)                 “Mister Bennet was Among the Earliest” 
Mr. Bennet, Mrs. Bennet, Bennet Sisters 
 
JANE AND ELIZABETH 
Mister Bennet was among the earliest of those who waited on Mister Bingley. 
 
MARY, LYDIA, AND KITTY 
Mister Bingley, Mister Bingley. 
 
JANE AND ELIZABETH 
He had always intended to visit him. 
363
 
MARY, LYDIA, AND KITTY 
But his wife had no knowledge of it. 
 
JANE 
It was disclosed in the following manner, 
 
ELIZABETH 
Observing his second daughter trimming a hat, he suddenly addressed her with— 
 
MR. BENNET 
I hope Mister Bingley will like it, Lizzy. 
 
MRS. BENNET 
We are not in a way to know what Mister Bingley likes since we are not to visit him! 
 
ELIZABETH 
You forget momma, we shall meet him at the assemblies, 
 
JANE 
And Missus Long promised to introduce him. 
 
MRS. BENNET 
I do not believe Missus Long will do any such thing! She has two nieces of her own, she is a 
selfish hypocritical woman, I have no opinion of her! 
 
MR. BENNET 
No more have I, and I am glad to find that you do not depend on her serving you. 
 
KITTY 
(Cough, Cough, Cough, Cough, etc) 
 
MRS. BENNET 
Kitty! Don’t keep coughing so! Have some compassion on my nerves! 
 
MR. BENNET 
Kitty has no discretion on her coughs, she times them ill. 
 
KITTY 











Aye! Aye! Aye! 
 
MR. BENNET 
Aye! Aye! Aye! 
 
MRS. BENNET 
Aye! Aye! Aye! 
 
BENNET SISTERS 
Aye! Aye! Aye! 
 
MR. BENNET 
Aye! Aye! Aye! 
 
MRS. BENNET 
Missus Long will not be here! 
 
JANE AND ELIZABETH 
She has gone to her sister’s, 
 
MRS. BENNET 
Missus Long will not be here! 
 
MARY, LYDIA, KITTY 
It takes a fortnight to journey home— 
 
MRS. BENNET 
No one will introduce the girls to Bingley! 
 
MR. BENNET 






What can be the meaning of that emphatic exclamation? Do you consider the forms of 
introduction as impossible? 
 
MRS. BENNET 
Nonsense! Nonsense! How can you when you are not acquainted with him!? 
 
MR. BENNET 





I am sick of Mister Bingley! 
 
BENNET SISTERS 
She is sick of Mister Bingley! 
 
MR. BENNET 
I am sorry to hear that but why did you not tell me before? If I had known as much this morning 
I certainly would not have called on him. This is very unlucky, but as I have actually paid him a 
visit we cannot escape the acquaintance now! 
 
JANE AND ELIZABETH 
The astonishment of the ladies was just what he wished, that of Missus Bennet surpassing the 
rest. 
 
MARY, LYDIA, KITTY 
Missus Bennet, Missus Bennet! 
 
MRS. BENNET 
How good of you, my dear Mister Bennet, you love your girls too well! How pleased I am and 
such a good joke, Ha ha ha ha ha ha! 
 
BENNET SISTERS 
And such a good joke, Ha ha ha ha ha ha! 
 
MRS. BENNET 
That you should have gone this morning, and never said a word til now—ha ha ha ha ha ha 
 
MRS. BENNET, LYDIA, KITTY, MARY          MR. BENNET, ELIZABETH AND JANE 
Ha ha ha ha ha ha             Now Kitty you may cough as much 
Ha ha ha ha ha ha             As you please. 
 
MRS. BENNET 
What an excellent father you have girls! How will you ever make amends— 
 
BENNET SISTERS 
For his kindness— 
 
MRS. BENNET 
For his kindness. If I can but see one of my daughters happily settled at Netherfield and see the 
others equally well-married, I shall have nothing, nothing to wish for. 
 
BENNET SISTERS 


















And fond of dancing. 
 
BENNET SISTERS 
And fond of dancing! 
 
SCENE 3                       “At the Assembly” 




At the assembly, nothing could be more delightful than being at the assembly, for to be fond of 




He had a pleasant countenance— 
 
COMPANY 
And easy unaffected manners. 
 
BINGLEY 






Danced every dance— 
 
COMPANY         BINGLEY 
Of himself giving a ball of his own      A ball of his own 




BINGLEY AND DARCY 






Darcy’s character was decided. 
 
DARCY 
He was discovered to be proud— 
 
COMPANY 
To be above his company— 
 
DARCY 
And be above being pleased— 
 
COMPANY AND DARCY 
And not all his large estate could save him from having— 
 
DARCY 





BINGLEY        DARCY 
Unworthy to be       Unworthy to be 
Compared with his friend.      Compared with his friend. 
 
“Elizabeth Bennet Had Been Obliged” 
Elizabeth, Bingley, Darcy and Company 
 
ELIZABETH 
Elizabeth Bennet had been obliged for lack of men to sit down for two dances. 
 
ELIZABETH AND BINGLEY 
Mister Bingley came to press his friend, standing near enough to her, to join him at dance. 
 
BINGLEY 
Come, Darcy, you must not stand about in this stupid manner, I must have you dance, you had 
better dance, Darcy! 
 
DARCY 




She is the most beautiful creature I have ever beheld! But look there, behind you, one of her 
sisters, rather pretty. Let me ask my partner to introduce you. 
 
DARCY 












Bingley! I am in no humor to give consequent to ladies who are slighted by other men. Return to 
your partner. Enjoy her smiles, for you are wasting your time with me! 
 
“Lizzy Told the Story” 
The Bennet Women, Charlotte, and Company 
 
ELIZABETH 
Lizzy Told the Story— 
 
KITTY AND LYDIA 
With great spirit— 
 
ELIZABETH 
Among her friends— 
 
MARY/KITTY/LYDIA 






I quite detest the man! 
 
CHARLOTTE 
Poor Lizzie, to be only just tolerable! 
 
JANE 




I beg you, do not put into Lizzy’s head to be vexed by his ill-treatment. 
 
CHARLOTTE 
I wish he had danced with Lizzie! 
 
MRS. BENNET       JANE 
Such a disagreeable man, I would not dance with him, Miss Bingley told me, 
If I were you.       He is remarkably agreeable. 
 
ELIZABETH 
I may safely promise you never to dance with him. 
 
MRS. BENNET, CHARLOTTE, JANE, KITTY, LYDIA  ELIZABETH 
With family and fortune and everything in his favor,  Family and fortune and 
Such a disagreeable man!      Everything in his favor. 
 
MRS. BENNET       CHARLOTTE, JANE, 
KITTY, LYDIA 
Such a disagreeable man!      He has a right to be proud! 
 
MARY 
Pride is a very— 
 
COMPANY       MARY 
Common failing!      Common failing, 
Are particularly      Human beings are particularly 
Prone to it.       Prone to it. 
 
ELIZABETH 
I could easily forgive his pride if he had not wounded mine! 
 
COMPANY 
The evening altogether passed off pleasantly, very pleasantly. Missus Bennet had seen her eldest 
daughter much admired, Mister Bingley danced with her twice! 
 
JANE 
Jane was gratified in a quieter way. 
 
ELIZABETH 
Elizabeth felt Jane’s pleasure. 
 
MARY 






Catherine and Lydia were never without partners, which was all they cared for! 
 
COMPANY 




(LONGBOURN HOUSE)         “He is Just Want a Young Man Ought to Be” 
       Jane and Elizabeth 
 
JANE 
He is just what a young man ought to be. 
 
ELIZABETH 
What should a young man be? 
 
JANE 
Sensitive, good humored and lively. 
 
ELIZABETH 
He is also handsome, and thereby his character is complete! 
 
JANE 
Dear Lizzie! He has just what a young man ought to have. 
 
ELIZABETH 
What should a young man have? 
 
JANE 
Such happy manners, so much ease. 
 
ELIZABETH 
Oh, you are a great deal apt to like people. You never see a fault in anybody. Well, he is 
certainly— 
 
ELIZABETH       JANE 
Agreeable.       Agreeable. 
 
ELIZABETH 
I give you leave to like him. You have liked many a stupider person. 
 
JANE 





ELIZABETH       JANE 
To take the good in anyone     To be hasty in censoring anyone 
And make it better, Say nothing of the bad   Nothing of the bad 
 
ELIZABETH 
This belongs to you alone. 
 









JANE AND ELIZABETH 
One fine morning— 
 
BENNET SISTERS 
To their effusions, Mister Bennet coolly observed: 
 
MR. BENNET 




I am astonished, my dear, that you should think your own children silly. 
 
MR. BENNET 
If my children are silly, silly, I hope to be always sensible of it. 
 
MRS. BENNET 
Yes! But as it happens, they are all of them very clever. 
 
MR. BENNET 












MRS. BENNET       MR. BENNET 




Mister Bennet was prevented from replying by a note delivered for Miss Bennet. 
 
MRS. BENNET      BENNET SISTERS (except JANE) 
Well, Jane, who is it from?     Who is it from? 
What’s it about?      What’s it about? 
What does it say?      What does it say? 
Make haste and      Make haste and 
Tell us!       Tell us! 
 
JANE 
Miss Bingley requests that I dine with her today. Her brother is dining out. 
 
MRS. BENNET 
Dining out? This is very unlucky! 
 
JANE 
Can I have the carriage? 
 
MRS. BENNET 
No, my dear! You had better go on horseback! Because it seems likely to rain! Then you must 
stay all night! 
 
BENNET WOMEN (except JANE) 
All night! 
 
BENNET SISTERS (except JANE) 
Her hopes were answered, it rained hard! 
 
MR. BENNET 
Well, my dear, if your daughter should die— 
 
MRS. BENNET 
People don’t die of colds! 
 
MR. BENNET 








Scene 5                    “Elizabeth was Shown into the Breakfast Parlor” 








She has nothing to recommend her, but being an excellent walker! 
 
CAROLINE 
Her hair so untidy, so blowsy! 
 
BINGLEY 
It shows an affection for her sister that is very pleasing. 
 
DARCY 
Her fine eyes were brightened by the exercise. 
 
ELIZABETH 
Elizabeth’s inquiries after her sister were not favorably answered. Miss Bennet had slept ill, was 
feverish, not well enough to leave her room. Elizabeth was glad to be taken to her immediately! 
 
LOUISA 
They have an uncle who is an attorney in Meryton— 
 
CAROLINE 
And another who lives in Cheapside! 
 
BINGLEY 
It would not make them one jot less agreeable. 
 
DARCY 
But lessen their chance of marrying men of any consideration! 
 
ELIZABETH 
Late in the evening when Jane was asleep, it seemed to Elizabeth rather right than pleasant that 
she should go downstairs, and on entering the drawing room, she found the whole party at loo, 
and was invited to join them. 
 
LOUISA 
You prefer reading to cards? That is very singular! 
 
CAROLINE 




I am not a great reader, and I have pleasure in many things! 
 
BINGLEY 
In nursing your sister I am sure you have pleasure. 
 
ELIZABETH 
Elizabeth thanked him with all her heart. 
 
“It is Amazing to Me How Young Ladies” 
Bingley, Darcy, Caroline, Elizabeth 
 
BINGLEY 
It is amazing to me how young ladies have the patience to be so accomplished. 
 
DARCY 





DARCY   BINGLEY    CAROLINE 
Singing   Singing, drawing    Drawing 
And dancing   And dancing and languages, too And languages 
All this she must possess      All this she must possess 
 
DARCY AND CAROLINE 
And improvement of the mind— 
 
DARCY 
By extensive reading— 
 
ELIZABETH 
I rather wonder at your knowing any. 
 
DARCY 
Are you so severe on your own sex? 
 
ELIZABETH 
I never saw such a woman. 
 
CAROLINE 






            “I am Perfectly Convinced” 
Darcy and Elizabeth 
 
ELIZABETH 
I am perfectly convinced that Mister Darcy has no defect. He owns it himself without disguise. 
 
DARCY 
I have faults enough but they are not, I hope, of understanding. My temper I cannot vouch for. 
 
DARCY AND ELIZABETH 
It is too little yielding— 
 
DARCY 
Perhaps it would be called— 
 




My good opinion once lost is gone forever! 
 
ELIZABETH 
That is a failing— 
 
DARCY AND ELIZABETH 
Indeed! Implacable resentment— 
 
ELIZABETH 
Is a shade in any character, but you have chosen your fault well, I really cannot laugh at it.  
You are safe from me! 
 
DARCY AND ELIZABETH 
There is in every disposition a tendency to some particular evil, a natural defect. 
 
ELIZABETH 
Your defect is to hate everybody. 
 
DARCY 
And yours is to willfully— 
 










SCENE 1      “I Hope, My Dear, You Have Ordered a Good Dinner” 





I hope, my dear, you have ordered a good dinner today. I expect an addition to our family party. 
 
MRS. BENNET 
Who do you mean, my dear? I know of nobody coming unless Charlotte. I hope my dinners are 
good enough for her. 
 
MR. BENNET 
The person is a gentleman and a stranger. 
 
MRS. BENNET 
Mister Bingley! But there is not a bit of fish to be got today! Lydia, ring the bell! 
 
MR. BENNET 
It is not Mister Bingley, but Mister Collins, my cousin, who may turn you out, when I am dead! 
 
MRS. BENNET 
Oh, my dear! Pray, do not talk of that odious man! 
 
MR. BENNET 
We may expect him at four. 
 
ELIZABETH 
Could he be a sensible man, sir? 
 
MR. BENNET 
No, my dear, I think not! I have hopes of finding him quite the reverse. 
 
“I am Very Sensible, Madam” 
The Bennets, Mr. Collins 
 
MR. COLLINS 
I am very sensible, madam, of the hardship to my fair cousins! But I can assure them, I am very 
sensitive to them! 
 
BENNET SISTERS (except JANE) 





MRS. BENNET and MR. BENNET 





JANE AND MR. BENNET 
Led to the disavowal of his hopes. 
 
BENNET SISTERS (except JANE) 
Her eldest, her favorite— 
 
MRS. BENNET      BENNET SISTERS (except JANE) 
She felt incumbent to tell him,    Her favorite was likely to be, 
She was to be very soon engaged.    To be very soon engaged! 
 
MR. COLLINS 
Mister Collins had only to change— 
 
MARY/LYDIA/KITTY 
Only to change from Jane to Lizzie! 
 
MR. COLLINS 
And it was soon done! 
 
MARY/LYDIA/KITTY 
For Lizzie was next to Jane in birth and beauty! 
 
SCENE 2                 “As the Girls Walked to Mertyton” 
Bennet Sisters, Wickham, Darcy, Bingley, Denny (tacet) 
(ON THE ROAD TO MERYTON) 
 
BENNET SISTERS 
As the girls walked to Meryton, their attention was caught by a young man whom they had never 
seen before, walking with Mister Denny on the other side. The two gentlemen stopped, and they 
were introduced to Mister Wickham. 
 
WICKHAM AND BENNET SISTERS 
His appearance was greatly in his favor. He had all the best parts of beauty: a fine countenance, a 
good figure, and very pleasing address. 
 
BENNET SISTERS 
Mister Wickham was completely charming! 
 
DARCY 
Mister Darcy was seen riding down the street— 
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DARCY AND BINGLEY 
With Mister Bingley 
 
DARCY 
When he saw the stranger— 
 
DARCY AND WICKHAM 
Both changed color— 
 
WICKHAM 
One looked white— 
 
DARCY 
The other red! 
 
WICKHAM 
Mister Wickham touched his hat, 
 
DARCY AND BINGLEY 




Elizabeth was all astonishment! 
 
JANE AND ELIZABETH 
What could be the meaning of this? 
 
BENNET SISTERS AND WICKHAM 
It was impossible not to know! 
 
BENNET SISTERS 
Mister Wickham was the happy man toward whom almost every female eye was turned, 
Elizabeth was the happy woman to whom he gave his time. 
 
WICKHAM 
Are you much acquainted with Mister Darcy? 
 
ELIZABETH 
As much as I ever wish to be! I think him very disagreeable! 
 
WICKHAM 
I have no right to give my opinion to his being agreeable or otherwise, I have known him too 






He is not at all liked in this neighborhood. Everybody is disgusted with his pride! 
 
WICKHAM 
I cannot pretend to be sorry. Yet his father, the late Mister Darcy, was one of the best men that 
ever breathed, and the truest friend I ever had! I believe I could forgive him anything, if he did 
not disgrace the memory of his father! I was brought up for the church, the late Mister Darcy 
bequeathed me his parsonage. But Mister Darcy chose to doubt it. He was certain that I forfeited 
all claim to it! 
 
ELIZABETH 
This is quite shocking! He deserves to be publicly disgraced! 
 
WICKHAM 
Some time or other he will be, but it shall not be by me. Til I can forget his father, I can never 
defy or expose him. Pride has always been his best friend. 
 
ELIZABETH 
Whatever he said was well said; Whatever he did was done gracefully, Elizabeth went away, her 
head was full of him. She could think of nothing but of— 
 
ELIZABETH AND WICKHAM 
Mister Wickham, and what he told her. 
 
ELIZABETH 
And when Jane said, 
 
JANE 
 They have both been deceived— 
 
ELIZABETH AND JANE 
Clear them both or shall we be obliged to think ill of somebody! 
 





The prospect of a Netherfield ball was extremely agreeable to every female of the family. 
 
MRS. BENNET 
Missus Bennet chose to consider it as a given compliment to her eldest daughter. 
 
JANE 




JANE AND ELIZABETH 
And their brother. 
 
ELIZABETH 
Elizabeth thought with pleasure of dancing a great deal— 
 
JANE AND ELIZABETH 








KITTY AND LYDIA 
Meant to dance half the evening with Wickham, too, but not only him— 
 
BENNET WOMEN 
For a ball was still a ball— 
 




I profess myself one of those who considers intervals of— 
 
MARY/LYDIA/KITTY 
Recreation (and) amusement— 
 
MARY 
As desirable for everybody. 
 
COLLINS 
I’ll take this opportunity, Miss Lizzie. For the first two dances, especially. A preference which, I 
trust my cousin Jane will attribute to the right cause, and not to any disrespect to her! Cousin! 
 
(NETHERFIELD)                      “He is Not Here” 
             Bennet Family, Darcy, Collins, Charlotte, Bingley 
 
LYDIA AND KITTY 
He is not here! 
 
LYDIA 




LYDIA AND KITTY 
Avoid a certain gentleman here. 
 
ELIZABETH 
Elizabeth was immediately sharpened by disappointment— 
 
ELIZABETH AND DARCY 
And when Darcy approached her— 
 
ELIZABETH 
She could hardly reply with civility. 
 
MRS. BENNET, MARY, MR. BENNET 
Attendance— 
 
CHARLOTTE, BINGLEY, COLLINS 
Forbearance— 
 
LYDIA, JANE, KITTY 
Patience with Darcy— 
 
ELIZABETH AND DARCY 
Was injury to Wickham! 
 
DARCY 
When the dancing recommenced, Darcy returned to take her hand— 
 
DARCY AND ELIZABETH 
They stood for a while without speaking. 
 
ELIZABETH 
It is your turn to say something now, Mister Darcy. I talked about the dance, you are to make 






Or the number of couples— 
 
DARCY 













DARCY AND ELIZABETH 
Speak a little, you know. 
 
ELIZABETH 
When you met us the other day, we had just been forming a new acquaintance— 
 
DARCY 
Mister Wickham is blessed with happy manners as may ensure his making friends. Whether he 
may be equally capable of retaining them is another matter! 
 
ELIZABETH 






Never allowing yourself to be blinded by prejudice? 
 
DARCY 
I hope not. To what do these questions tend? 
 
ELIZABETH 
Merely the illustration of your character— 
 
DARCY        ELIZABETH 
You are trying to make it out.    I am trying to make it out. 
 
DARCY 
And what is your success? 
 
ELIZABETH 
I do not get on at all. 
 
DARCY       ELIZABETH 
There are such different accounts of me,  I hear such different accounts of you, 
As puzzling exceedingly!    As puzzling exceedingly! 
 
ELIZABETH 
As Lizzie had no longer any interest of her own, she turned her attention on— 
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     ELIZABETH, JANE, BINGLEY 
Her sister and Bingley 
 
ELIZABETH 
And her observations made her almost as happy as Jane. But as they sat down for supper— 
 
MRS. BENNET 
She heard her mother speaking freely, openly! 
 
ELIZABETH 
Then she had the mortification of seeing Mary— 
 
MARY 
Preparing to oblige the company—lu lu lu lu lu lu lu etc. la la la la la la etc. ah ah ah ah etc. 
 
MR. BENNET 
That will do extremely well, child— 
 
MR. BENNET ELIZABETH  MRS. BENNET   COLLINS   KITTY/LYDIA 
You have exhibited Speak   Who is Mister Darcy  If I were so   Dance, Dance, etc. 
Long enough!  Lower!  To me that I should   Fortunate  
Let the other young Nothing she  Be afraid of him!  To sing!  
Ladies have time to Could say  We are so      I should have 
Exhibit.  For heaven’s   Lucky!   Pleasure obliging! 
Let the other  Sake, speak  Jane and Bingley  The company with an air 
Ladies have  Lower   Married at   For music is an innocent diversion 
Time to exhibit, etc. Speak lower  Netherfield   And perfectly compatible for   
   Etc.   Etc.    Clergymen! Etc. 
 
DARCY          
It’s time to leave, save the man, it’s time to go. 
 
ELIZABETH 
To Elizabeth it appeared that— 
 
BENNET FAMILY 
Her family made an agreement— 
 
ELIZABETH 









(LONGBOURN)             “May I Hope, Dear Madam, for the Honor” 
  Elizabeth, Mrs. Bennet, Mr. Bennet, Collins, Charlotte, Mary, Lydia, Kitty 
 
MR. COLLINS 
May I hope, dear madam, for the honor of a private audience with your fair daughter in the course 
of this morning? 
 
MRS. BENNET 
Oh dear, yes, certainly! I am sure Lizzie will be very happy! I am sure she can have no 
objections. Come, Kitty, I want you upstairs. 
 
ELIZABETH 
Dear madam, do not go, I beg you will not go! Mister Collins must excuse me. 
 
MRS. BENNET 
Lizzie, I insist on your staying and hearing Mister Collins! 
 
MR. COLLINS 
I have singled you out as the companion of my future life! And no ungenerous report will ever 
pass my lips, when we are married! 
 
ELIZABETH 
You are too hasty, sir, you forget I have made no answer. You could not make me happy, and I 
am convinced I am the last woman in this world who could make you so! 
 
MRS. BENNET 
Oh, Mister Bennet, you are wanted immediately, we are all in an uproar! 
 
MR. BENNET 
Of what are you talking? 
 
MRS. BENNET 
You must come and make Lizzie marry Mister Collins, for she vows she will not have him, and if 
you do not make haste, he will change his mind and not have her! 
 
MR. BENNET 
Come here, child, I have sent for you on an affair of great importance. I understand Mister 




I have, sir. 
 
MR. BENNET 




MR. BENNET AND MRS. BENNET 
Your mother insists on your accepting it— 
 
MR. BENNET 
Is it not so, madam? 
 
MRS. BENNET 
Or I will never see her again! 
 
MARY/LYDIA/KITTY 
You will become a stranger— 
 
MR. BENNET 
A stranger to one of your parents— 
 
MARY/LYDIA/KITTY 
You will become a stranger— 
 
MR. BENNET 
Your mother will never see you, if you do not marry Collins, and I will never see you if you do! 
 




A letter, a letter delivered to Miss Bennet— 
 
KITTY AND LYDIA 
A letter, a letter for Miss Jane— 
 
KITTY/LYDIA/MARY 
A letter, a letter— 
 
ELIZABETH/MARY/LYDIA/KITTY 
For Miss Bennet! 
 
JANE 
This is from Caroline Bingley. The whole party have left Netherfield and are on their way back to 
town. 
 
BENNET SISTERS (except JANE) 
A letter, A letter for Miss Bennet— 
 
ELIZABETH AND JANE 
Miss Bingley put an end to doubt, the very first sentence conveyed the assurance of being settled 
in London for the winter, and her brother’s regret at not having had time to pay his respects to his 
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friends before he left the country. Hope was entirely over, Jane could attend to the rest of the 
letter but hope was over, entirely over. 
 
BENNET SISTERS 
Hope was over, entirely over; hope was over, entirely over. He’s left the country. 
 
BENNET SISTERS (except JANE) 
A letter, a letter delivered to Miss Bennet. A letter, a letter for Miss Jane, a letter from 
Netherfield! 
 
“Miss Lucas Called After Breakfast” 
Charlotte, Elizabeth, Mr. Bennet, Mrs. Bennet 
 
CHARLOTTE 
Miss Lucas called after breakfast and in a private conference with Elizabeth related that she was 
engaged to Mister Collins! 
 
ELIZABETH 
My dear Charlotte! Impossible! 
 
CHARLOTTE 
Why should you be surprised, my dear, Lizzie? Do you think it incredible that Mister Collins 








I hope, my dear, you do not give way to such gloomy thoughts. Let us hope for better things. Let 




Scene 1          “Jane was Prevailed to Go to London” 




Jane was prevailed to go to London, to London with their aunt and uncle— 
 







Lizzie received her letters, impatient to see if Bingley would renew his attentions to Jane, all in 
vain. 
 
“Charlotte and Mr. Collins 1” 
(HERTFORDSHIRE)         Charlotte, Mr. Collins, Elizabeth 
 
CHARLOTTE     MR. COLLINS 
Charlotte and Mister Collins    Mister Collins set out 
Set out for Kent from the church door  For Kent with his bride 
 
CHARLOTTE 
After the wedding took place— 
 
ELIZABETH 
Elizabeth soon heard from her friend— 
 
ELIZABETH      CHARLOTTE 
Their correspondence was regular   Their correspondence was as regular 
And as frequent than ever    And as frequent 
 
ELIZABETH 
And March was to take Elizabeth to see them. 
 
(HUNSFORD PARSONAGE)            “Charlotte and Mr. Collins 2” 
Charlotte, Mr. Collins, Elizabeth 
 
CHARLOTTE AND MR. COLLINS 
Charlotte and Mister Collins appeared at the door when the carriage had stopped. Missus  Collins 




Mister Collins triumph was complete! He had secured an invitation to Rosings that very evening. 
 
CHARLOTTE AND MR. COLLINS 
Do not make yourself uneasy— 
 
CHARLOTTE  MR. COLLINS  ELIZABETH 
Lizzie,    My dear cousin,   Yes, Cousin Collins 
About your apparel  About your apparel  About my apparel 
Your courage will not      My courage will not 






CHARLOTTE AND MR. COLLINS    ELIZABETH 
Lady Catherine will not think the worse of you  She will think what she likes, 
For being simply dressed!     There’s no doubt. 
 
MR. COLLINS 
She likes to have the distinction of rank preserved. 
 
(ROSINGS DRAWING ROOM)           “Do You Play and Sing Miss Bennet” 
Elizabeth, Lady Catherine 
 
LADY CATHERINE 






You must play on our capital instrument! Do your sisters play and sing? 
 
ELIZABETH 
One of them does. 
 
LADY CATHERINE 
Do you draw? 
 
ELIZABETH 
Not at all. 
 
LADY CATHERINE 










We never had any governess. 
 
LADY CATHERINE 







Then, who taught you? 
 
ELIZABETH 
We were always encouraged to read. 
 
LADY CATHERINE 






All! All out at once? 
 
ELIZABETH 
It would not very likely promote sisterly affection if younger sisters did not get their share of 
society and amusement because the elder may not have the means or inclination to marry. 
 
LADY CATHERINE 
Upon my word, you give your opinion decidedly for so young a person, pray what is your age? 
 
ELIZABETH 
With three younger sisters grown up, your ladyship could hardly expect me to own to it. 
 
LADY CATHERINE 
You cannot be more than twenty. 
 
ELIZABETH 
I am not one and twenty. 
 
CHARLOTTE AND ELIZABETH 
The party then gathered round— 
 
CHARLOTTE, ELIZABETH, COLLINS   LADY CATHERINE 
The fire, to hear Lady Catherine determine   There will be rain, rain in the afternoon 
What weather they were to have on the morrow Mister Collins wear your hat on the morrow 
 
(ROSINGS DRAWING ROOM)     “The Arrival of Mr. Darcy” 
  Darcy, Elizabeth, Colonel Fitzwilliams, Lady Catherine 
 
DARCY 
The arrival of Mister Darcy— 
 
COLONEL FITZWILLIAMS 






DARCY AND COLONEL FITZWILLIAMS 
The following afternoon— 
 
MR. COLLINS 
I did well to wear my hat! 
 
CHARLOTTE 
Gave Elizabeth the chance to say: 
 
ELIZABETH 








DARCY       ELIZABETH 
Never that fortunate      Never that fortunate 
To see her there      To see her there 
 
LADY CATHERINE 
Of what are you talking, Fitzwilliam? 
 
COLONEL FITZWILLIAMS 
Of music, madam. 
 
LADY CATHERINE 
Of music, speak louder! There are— 
 
LADY CATHERINE AND MR. COLLINS 
Few people in England with a better knack for taste— 
 
LADY CATHERINE      MR. COLLINS 
Than I!       Than she! 
 
LADY CATHERINE 
Of what are you thinking, Darcy? 
 
DARCY 





Of Georgina, pray tell her for me— 
 
LADY CATHERINE AND MR. COLLINS 
She cannot expect to succeed at the keyboard if she does not practice a good deal! 
 
ELIZABETH 
You mean to frighten me, Mister Darcy. I will not be alarmed, though your sister does play so well. 
 
DARCY 
You could not really believe me to entertain any design of alarming you. 
 
COLONEL FITZWILLIAMS 
Let me hear what you have to accuse him of! 
 
ELIZABETH 
Prepare yourself for something— 
 
ELIZABETH   COLONEL FITZWILLIAMS DARCY 
Very dreadful!  He will not give himself  I am not afraid of you 
He danced only four  The trouble.    I am ill qualified 
Dances at a ball.  He will not make no trouble.  To recommend myself 
Only four dances  He will not give himself  You are perfectly right. 
When men were scarce. The Trouble.    It is my own fault. 
My fingers have not 
Mastered this instrument. 
 
ELIZABETH/DARCY/COLONEL FITZWILLIAMS 
Neither of us (you) perform to strangers. 
 
(HUNSFORD PARSONAGE)     “Elizabeth was Sitting by Herself” 
Elizabeth, Charlotte, Darcy, Mr. Collins (tacet) 
 
ELIZABETH 
Elizabeth was sitting by herself, the next morning, writing Jane, when she was startled by a ring 
at the door. To her very great surprise Mister Darcy, and Mister Darcy only entered the room. 
 
DARCY 
He seemed astonished on finding her alone, and apologized for his intrusion. 
 
ELIZABETH 
And when the Collinses returned, Charlotte exclaimed: 
 
CHARLOTTE 





But Lizzie told of his silence, it did not seem very likely to be the case. 
 
(ROSINGS PARK)         “More than Once Did Elizabeth” 
Elizabeth, Darcy, Colonel Fitzwilliams 
 
ELIZABETH 
More than once did Elizabeth in her ramble in the park— 
 
ELIZABETH AND DARCY 
Unexpectedly meet Darcy— 
 
ELIZABETH 
That she took care to inform him that it was a favorite haunt of hers. How could it occur a second 
time? 
 
ELIZABETH AND DARCY 
It was very odd. 
 
ELIZABETH 
Yet it did— 
 
ELIZABETH AND DARCY 
And a third. It odd, very odd! 
 
ELIZABETH 
Then one day she was engaged in perusing Jane’s last letter, she looked up and saw the colonel, 
and she gave a smile. 
 
COLONEL FITZWILLIAMS 
We leave Kent on Saturday, if Darcy does not put it off again. I am at his disposal. 
 
ELIZABETH 
He is a good friend. 
 
COLONEL FITZWILLIAMS 
He takes very good care of his friends, like Mister Bingley. 
 
ELIZABETH 
What do you mean? 
 
COLONEL FITZWILLIAMS  







Did Mister Darcy give you reasons for this interference? 
 
COLONEL FITZWILLIAMS 
I believe there were some strong objections against the lady! 
 
ELIZABETH 
Strong objections against the lady! Of Jane herself, there could be no possibility of objection, her 
loveliness and her goodness as she is, her understanding excellent, her mind improved, her 
manners captivating! 
 
(HUNSFORD PARSONAGE)          
 
ELIZABETH 
And late in the evening to her utter amazement she saw Darcy walk into the room— 
 




In vain I have struggled it will not do, my feelings will not be repressed. You must allow me to 
tell you how ardently I admire and love you! 
 
ELIZABETH 
If I could feel gratitude I would now thank you, but I cannot! I have never desired your good 
opinion. You have certainly bestowed it most unwillingly! I am sorry to occasion pain to anyone. 
It has been most unconsciously done, and I hope will be of short duration. 
 
DARCY 
And this is the reply which I am to have the honor of expecting. And why, with so little attempt at 
civility I am rejected. 
 
ELIZABETH 
I might as well inquire why you chose to tell me that you liked me— 
 
ELIZABETH       DARCY 
Against your will      Against my will 
Against your reason      Against my reason 
Even against your character     Even against my character 
 
ELIZABETH 
Do you think any consideration would tempt me to accept the man who has been the means of 
ruining, perhaps forever, the happiness of a most be-loved sister? But not merely this affair, your 






You take an eager interest in that gentleman’s concern.  
 
DARCY AND ELIZABETH 
His misfortunes have been great indeed! 
 
DARCY       ELIZABETH 
These offenses might have been overlooked   Your manners! Oh! Oh! 
Had not your pride been hurt by my honest confession Your arrogance! Oh! 
Could you expect me to rejoice    Oh! Rejoice, rejoice  
In the inferiority of your connections?   In your conceit?! 
Congratulate myself on relations    Oh! Your selfish disdain 
So decidedly beneath my own?    Of others! You are the last man 
And this is your opinion of me?    In the world, the last man 
And this is the estimation that you hold of me.  Whom I could ever be prevailed 
        On to marry! 
 
DARCY        ELIZABETH 
You have said quite enough, madam    You have said quite enough, sir 
 
DARCY AND ELIZABETH 
I perfectly comprehend your feelings! 
 
DARCY 
Forgive me for having taken up so much of your time, and accept my best wishes for your health 
and happiness. 
 




Lizzy could not recover from the surprise of what had happened, it was impossible to think of 
anything else. As she walked up the lane, she heard her name called and Darcy holding a letter 
out to her. 
 
DARCY 
Will you do me the honor of reading this letter? 
 
(ROSINGS PARK/HUNSFORD PARSONAGE)     “Be Not Alarmed, Madam” 
Elizabeth, Darcy 
 
DARCY AND ELIZABETH 
Be not alarmed, madam, at receiving this letter, by the apprehension of any repetition— 
 
DARCY 
Of those sentiments which last night were so disgusting to you— 
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DARCY AND ELIZABETH 
For the happiness of both parties, they cannot be too soon forgotten. 
 
ELIZABETH      DARCY 
He writes:      Two offenses of a very different nature 
I laid last night to his charge.    You laid last night to my charge. 
Her writes:      I detached Bingley from your sister 
I accused him: You have ruined the prospects I had ruined the prospects 
Of Mister Wickham.     Of Mister Wickham. 
He writes:      Here is an account of  
His actions and motives,    My actions and motives, 
He believed dear Jane indifferent   I believed your sister to be indifferent 
He writes: He says he must have been  I must have been  
In error!      In error! 
Yet, there was total want of propriety  Yet there was total want of propriety 
By mother, sisters     Betrayed by your mother, three sisters 
By my father!      And occasionally by your father! 
Jane and I have none of his censure.   You and your sister, you have none 
He writes:      Of my censure. 
 
DARCY 
As for Wickham, your Mister Wickham, when my excellent father died five years ago, Wickham 
informed me, that he— 
 
ELIZABETH      DARCY 
Was against      Was against taking orders 
Resigned all claim     Resigned all claim to the church 
 
DARCY 
He asked instead for a thousand pounds. 
 
ELIZABETH 
For a thousand pounds! 
 
DARCY 
Knowing my father’s love for him— 
 
ELIZABETH      DARCY 
He gave him three thousand!    I gave him three thousand— 
Idleness—      But his life was of idleness 
Dissatisfied!      He soon became dissatisfied! 
Georgina!      He turned to Georgina and 
Tried to seduce her!     Tried to seduce her! 






I returned just in time to save her. 
 
ELIZABETH      DARCY 
This is a faithful narrative.    This is a faithful narrative. 
I will acquit him,     I hope you will acquit me 
I will acquit him, he is not cruel,   Of cruelty. I will only add 
God bless you,      God bless you, 
Fitzwilliam Darcy.     Fitzwilliam Darcy. 
 
ELIZABETH 




(LONGBOURN)          “When Jane and Elizabeth Returned to Longbourn” 
Bennet Family, The Gardiners 
 
BENNET FAMILY 
When Jane and Elizabeth returned to Longbourn their reception at home was most kind. 
 
MR. BENNET 
I am glad you are come back, dear Lizzy. 
 
MRS. BENNET 
So the Collinses live comfortable, do they, dear Lizzy? 
 
JANE 
I am quite over him, Lizzy—Lizzy! 
 
ELIZABETH AND MRS. BENNET   JANE    
She is so unhappy.     I am quite happy. 
 
LYDIA      MARY AND KITTY 
Lizzy! I am to accompany Missus Foster  Lizzy! She is to accompany Missus Foster 
To Brighton with the regiment!   To Brighton with the regiment! 
 
ELIZABETH      KITTY 
This will not do.     I cannot see why—  
 
MRS. BENNET AND LYDIA KITTY    ELIZABETH   
You are not her   Missus Foster did not ask me, I must ask father 
Best friend.    Lizzy.     to put a stop to this! 
 
MRS. BENNET/LYDIA/MARY   JANE  
She did not ask you!     I am quite happy. 
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ELIZABETH      LYDIA 
Father, dear father,      Father loves me and 
Do not let her go!     Will let me go! 
She will be the most     I will be the most 
Determined flirt that ever made herself  Determined butterfly, myself 
Or family ridiculous!     A butterfly, beauteous! 
 
MR. BENNET 
Do not make yourself uneasy, we will have no peace at Longbourn— 
 
BENNET FAMILY (except ELIZABETH) 
If Lydia does not go to Brighton! Lizzy, oh Lizzy, Elizabeth, Lizzy, oh Lizzy, Elizabeth! 
 
MR. AND MRS. GARDINER 
Her aunt and uncle Gardiner did at length appear— 
 
ELIZABETH/MR. GARDINER/MRS. GARDINER 




(DERBYSHIRE)             “What are Young Men to Rocks and Mountains?” 
Elizabeth, Mrs. Gardiner, Mr. Gardiner 
 
ELIZABETH 
What are young men to rocks and mountains?   
 
MR. AND MRS. GARDINER 
Rocks and mountains 
 
ELIZABETH 
What are young men to sea and sky?    
 
MR. AND MRS. GARDINER 
To sea and sky! 
 
ELIZABETH 
Oh, what hours of transport we shall spend. 
 
MR. AND MRS. GARDINER 
What hours of transport! 
 
ELIZABETH 





MR. AND MRS. GARDINER 
When we return— 
 
ELIZABETH 
We will know— 
 
MR. AND MRS. GARDINER 
We shall know— 
 
ELIZABETH 
Where we have gone— 
 
MR. AND MRS. GARDINER 
Where we have gone— 
 
ELIZABETH/MR. GARDINER/MRS. GARDINER 
We will recollect— 
 
ELIZABETH 
What we have seen— 
 
ELIZABETH/MR. GARDINER/MRS. GARDINER 
Lakes and mountains, rivers and streams— 
 
ELIZABETH 
They shall not be jumbled in— 
 




My love, should you not like to see a place of which you have heard so much? 
 
ELIZABETH 
Is it Pemberley? 
 
MR. GARDINER 
The estate of Mister Darcy. 
 
ELIZABETH 
I tire of seeing great houses! 
 
MRS. GARDINER 






Pemberley has some of the finest woods in the country! 
 
ELIZABETH/MR. GARDINER/MRS. GARDINER 
And when at last they saw Pemberley situated in a valley— 
 
ELIZABETH 
And of this place I would have been—mistress—   
 
(PEMBERLEY)        “Is Your Master Really Absent?” 
Elizabeth, Mrs. Gardiner, Mr. Gardiner, Mr. Reynolds 
 
ELIZABETH 
Is your master really absent? 
 
MRS. REYNOLDS 
Yes, but we expect him tomorrow. 
 
MRS. GARDINER 
Is this picture really Mister Wickham? 
 
MRS. REYNOLDS 
Oh, yes! He has gone into the army, but he has turned out very bad! This is my master— 
 
MRS. GARDINER 
It is a handsome face. Lizzy, is it like him? 
 
MRS. REYNOLDS 






And is he not very handsome? 
 
ELIZABETH 
Yes, very handsome. 
 
MRS. REYNOLD 
He is the best master that ever lived! 
 
MR. AND MRS. GARDINER 






Perhaps we might have been deceived? 
 
“And as They Looked Across the Hall” 
Elizabeth, Darcy, Mr. Gardiner, Mrs. Gardiner 
 
ELIZABETH/MR. GARDINER/MRS. GARDINER 
And as they looked across the hall towards the river— 
 
ELIZABETH 
Elizabeth turned back to look again— 
 
DARCY/MR. GARDINER 
And the owner of the building, suddenly came over from the road— 
 
ELIZABETH/MRS. GARDINER 
Their eyes instantly met— 
 
DARCY/MR. GARDINER 
And the cheeks of both were overspread— 
 
ELIZABETH/MRS. GARDINER 
With the deepest blush— 
 
ELIZABETH       MR. DARCY 
Your estate is utterly charming!    How is your family? 
Very well!       Thank you! 
 
ELIZABETH 
They are very well. 
 
DARCY 
I thank you. Would you do me the honor of introducing me to your companions? 
 
ELIZABETH 
Mister and Missus— 
 




My uncle and aunt. 
 
MR. AND MRS. GARDINER 





It is obvious that the gentleman is filled with admiration— 
 
MRS. GARDINER 
It is obvious that he is— 
 
MRS. GARDINER AND MR. DARCY 
Very much in love! 
 
ELIZABETH 
Elizabeth could not determine her feelings towards him. She certainly did not hate him and above 
all, above respect and esteem, she felt gratitude, gratitude for not merely having once loved her— 
 
ELIZABETH AND DARCY 
But for loving her still well enough to forgive her manner in rejecting him and for all her unjust 
accusations, there was a change in him, such a change in him— 
 
ELIZABETH 











ELIZABETH AND DARCY 
It is attributed! 
 
“A Letter Arrived from Jane” 
Jane, Elizabeth, Darcy 
 
JANE 
A letter arrived from Jane— 
 
ELIZABETH AND JANE 
Dearest Lizzy— 
 
ELIZABETH      JANE 
Something—occurred     Something has occurred 
Unexpected      Of a most unexpected 









Good God! What is the matter? Let me call the maid, you are very ill! 
 
ELIZABETH 
No! I thank you! There is nothing the matter with me. I am distressed by dreadful news! Lydia, 
my younger sister, has thrown herself into the power of Mister Wickham! They have run off 
together! She has no money, no connections! She is lost forever! When I consider that I could 
have prevented it, I, who knew who he was! 
 
DARCY 
I am grieved and shocked! Is it absolutely certain? 
 
ELIZABETH 
Oh, yes, they were traced to London. I have not the smallest hope. 
 
  DARCY  
She has not the smallest hope. 
 
ELIZABETH 
I have not the smallest hope. 
 
DARCY 








(LONGBOURN)            “Lizzy, I Bear You No Ill-Will” 
Mr. Bennet, Jane, Elizabeth 
 
MR. BENNET 




There is nothing to be done now, father. 
 
ELIZABETH 




Yes, yes, but there are two things I very much want to know. One is: how much money did your 
uncle lay down? 
 
JANE AND ELIZABETH 
And the other— 
 
MR. BENNET 
Is how am I ever going to pay him? 
 
ELIZABETH AND JANE 
How are we ever going to pay him? 
 
(LONGBOURN/GRACECHURCH STREET)        Enter Mrs. Gardiner and Darcy 
 
MRS. GARDINER 
My dear niece, he has done this all for you. He has paid all Wickham’s debts, and convinced him 
to marry your poor sister—purchased a commission for him, settled another thousand on Lydia. 
 
ELIZABETH 
Elizabeth’s heart whispered he had done it all for her— 
 
ELIZABETH AND MR. DARCY 
He had done it all for her. 
 
MRS. GARDINER 
He is sly. He hardly ever mentioned your name. 
 
ELIZABETH 
Mentioned my name? 
 
MRS. GARDINER 
But Lizzy, dear, remember to invite me to Pemberley for a ride on a phaeton through the park. 
 
ELIZABETH    JANE    MRS. BENNET 
How am I ever    How are we ever  How am I ever  
Going to pay him back?  Going to pay my father? Going to pay your uncle? 
 
ELIZABETH    MRS. GARDINER  MR. DARCY 
Has he done it all for me?  He has done it all for you! I believe 
 
ELIZABETH     JANE                MR. BENNET        MR. DARCY   
How am I     How are we       How am I         I only thought  
Ever going to     Ever going to    Ever going to          Of you, Your family 




          MRS. GARDINER 
Can this be true? How is such a            How is such a       I have a “thing” He has a “thing” 
Can it be true?     Sum, to be         Sum, to be            For you.   For you. 
      Repaid, repaid!          Repaid, repaid!    
 
“One Morning Too Early for Visitors” 
Elizabeth, Lady Catherine, Bennet Women (except Lydia) 
 
BENNET SISITERS (except LYDIA) 
One morning too early for visitors, a chaise and four, pulled up to the door! 
 
BENNET WOMEN (except LYDIA) 
(Sprechstimme) It was Lady Catherine De Bourgh! 
 
LADY CATHERINE 
I hope you are well, Miss Bennet! That lady, I suppose, is your mother! And that, I suppose, is 
one of your sisters. You have a very small park here. (Sprechstimme) Let us take a turn in it. You 
can be at no loss as for the reason for my journey here— 
 
ELIZABETH 
You are mistaken, madam! 
 
LADY CATHERINE 




Your ladyship has declared it impossible! 
 
LADY CATHERINE 




Only this, if it is so, you can have no reason to suppose he will make an offer to me. 
 
LADY CATHERINE 
It is a peculiar engagement, made from infancy by his mother and aunt! 
 
ELIZABETH 









I am not. 
LADY CATHERINE 
And will you promise me never to enter into such an engagement? 
 
ELIZABETH 
I will make no promise of the kind! 
 
LADY CATHERINE 
Obstinate, headstrong girl! And this is your final resolve! I take no leave of you! I send no 
compliments to your mother! (Sprechstimme) I am most seriously displease! 
 




Dear Mister Collins, I must trouble you once more for congratulations. Elizabeth will soon be the 
wife of Mister Darcy. Console Lady Catherine as well as you can, but if I were you, I would 
stand by the nephew. He has more to give. Yours sincerely, Etcetera. 
 
“Elizabeth and Darcy were Indebted” 
Kitty, Mary, Darcy, Elizabeth 
 
MARY AND KITTY 
Elizabeth and Darcy were indebted to his aunt for their present good understanding. She related 
to him the substance of her conversation with Elizabeth. 
 
DARCY 
It taught me to hope as I had scarcely ever allowed myself to hope before.  
 
ELIZABETH 
You were so very kind to my sister. Let me thank you again and again in the name of my family. 
 
DARCY 
If you will thank me, let it be for yourself alone—I thought only of you. You are too generous to 
trifle with me. If your feelings are still what they were, tell me at one. My affections and wishes 
are unchanged, but one word from you will silence me forever. 
 
ELIZABETH 
My feelings for you have undergone so material a change! 
 
KITTY AND MARY 











This is too much!  
JANE AND BINGLEY 
I feel too much, I do not deserve this—why is not everybody as happy? 
 
“I am the Happiest Creature in the World” 
Elizabeth, Darcy, Mr. Bennet, Mrs. Bennet, Jane, Bingley, Company 
[Sung in Counterpoint]   
 
ELIZABETH 
I am the happiest creature in the world in the world, Jane only smiles I laugh! I thank my aunt, 
again and again, again and again for taking me to Derbyshire! 
 
DARCY 
I am the happiest creature in the world, I have been forgiven, and am loved! She loves my sister 
and my sister loves her! 
 
MRS. BENNET 
I am the happiest creature in the world, Three daughters married, Oh Lord! Ten thousand a year! 
I shall go distracted! 
 
MR. BENNET 




I am the happiest creature in the world, I give such pleasure to my family. 
 
BINGLEY 
I am the happiest creature in the world to give such pleasure to my beloved! 
 
ELIZABETH, DARCY, MR. BENNET, MRS. BENNET, JANE, BINGLEY 
I am the happiest creature— 
 
COMPANY 
Congratulations to them— 
 












And much affection— 
 
EVERYONE 
In the world! 
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